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For  Reference 


Not  to  be  taken  from  this  room 


Every  person  who  maliciously 
cuts,  defaces,  breaks  or  injures 
any  book,  map,  chart,  picture, 
engraving,  statue,  coin,  modei, 
apparatus,  or  other  work  of  lit- 
erature, art,  mechanics  or  ob- 
ject of  curiosity,  deposited  in 
any  public  library,  gallery, 
museum  or  collection  is  guilty 
of  a  misdemeanor. 

Penal  Code  of  California, 
1915,  Section  623. 


Were  only  concerned 
with  genuine  articles. 


gfTIMfsfpAsF, 


Isnik  Pottery.  Turkey  second  half  1  6th  Century.  29  cm.  Diameter. 


AHUAN  U.K.  LIMITED 
71  PAVILION  ROAD 
LONDON  SW1X  OET 
Telephone  01  23b  4901 


AHUAN  ISLAMIC  ART  PANAMA  S.A. 
VIA  ESPANA  200 
APARTADO  6307 
PANAMA  5,  R  de  P. 
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MALCOLM 
FRANKLIN 

INCORPORATED 

126  EAST  DELAWARE  PLACE, 
CHICAGO,  ILL.  60611 
(312)  337-0202 

limber  of  the  National  Antique  and  Art  Dealers  Association  of  America. 


Exhibiting: 

Lake  Forest  Academy- Ferry  Hall  Antiques  Show 
Lake  Forest,  Illinois 
June  9-11 


University-Liggett  Antiques  Show 
Grosse  Pointe  Woods,  Michigan 
June  16-18 


A  very  pretty,  Antique  English, 
Regency  Rosewood 
Games  and  Sew  ing  Table, 
crossbanded  in  Satinwood. 
Dating  circa  1810. 
From  Hertfordshire,  England. 
30"  x  15V2"  x  28-y4"  High. 


A  magnificent,  Antique  English, 
Hepplewhite  Mahogany  demi  lune 
folding  Tea  Table  with  outstanding 
Crotch  Mahogany  veneers,  having 

Satinwood  and  Tulipwood 
crossbandings,  standing  on  square, 
tapered,  stop  fluted  legs  and  having  a 
Mahogany  and  Satinwood 
crossbanded  interior. 
Of  most  sophisticated  design. 
Dating  circa  1785.  From  London. 
45 V2"  x  2IV2"  x  3014"  High. 


Ute-Barbara  Bredow 

Antiquitaten 


Writing  Table  by  Louis  Majorelle 
Candelabra  bronze  by  Edgar  Brandt 
Screen  P.  Mery.  1903 


1000  Berlin  30,  Kalkreuthstr.  13,W.  Germany 
Tel:  2138877 
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GAR  RAR  D 

The  Crown  Jewellers 

1 12  REGENT  STREET    LONDON  Wl  A  2JJ    TELEPHONE  01-734  7020 


'tJW  paintings 


Oil  on  Board 

Signed,  Titled  and  Dated  Lower  Right:  1903 
'The  Golden  Buttons  of  Baccarat' 


Michel  Colle 
(1872-1949) 


2015  West  Gray,  Houston,  Texas  77019 
Telephone  (713)  527-8061 
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Schirwan  18th  century 

Size:  180  x  320  cm. 


Important  objects  for  the  collector; 
Knotted  and  flat-woven  work  from  Asia  Minor; 
Persia,Turkmenistan  and  China.  Restoration  of 
valuable  objects. 


Galerie  Ostler 

Gallery  forTextile  Art 
D-8  Munchen  22,  Ludwigstrafte ll 
Tel.  089/285669 


Highly  important  ob  ects  in  European 
tapestries  of  the  I5thtol7tn  centuries,  aubussons, 
textiles  and  embroideries.  Permanent  exhibitions. 
Please  ask  for  information. 


ALTORIENTALISCHE  FLACHGEWEBE" 

Ausstellung  vom  28.  April  bis  28.  Mai  1977 


SHAKRISYABZ-Bochara  Stickerei  antik,  SudruBland  18./19.  Jhrdt,  GroBe:  255  x191cm 
Katalog  mit  66  Farbabb.10,-  DM  Schutzgebuhr 

ste  Fachgeschaft  fur  echte  Teppiche  in  Mannheim 

ausback 

3,  9,  KunststraRe,  Tel.  (0621)  21176  u.  146  76 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WiY  OBS.  TELEPHONE:  01-499  74"  (5  lines) 
TELEX  25692  CABLES:  MALLETSON  LONDON  WiY  OBS  and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iLJ 
Also  in  NEW  YORK:  MALLETT  of  LONDON,  P.O.  Box  396  N  Y.  10028.  Telephone:  (212)  876  9033.  Telex:  62580 


M 


An  extremely  fine  and  rare  pair  of  lacquer  cabinets  each  in  two  parts  and 
elaborately  inlaid  with  mother  of  pearl,  ivory,  brass,  tortoishell  and  shagreen 

in  the  form  of  exotic  dragons  and  birds,  set  in  brown  lacquer.  Resting  on 
bases  with  scroll  over  feet  and  shaped  frieze  decorated  with  shagreen  leaves 

and  flowers. 


Circa  1900 

Height:4'i"       Width:  2' 8"       Depth:  1' 3" 


VOJTECH  BLAU 

RUGS   AND  TAPESTRIES 

MEMBER   OF   THE   ART   AND   ANTIQUES   DEALERS   LEAGUE   OF   AMERICA  INC 
APPRAISERS   ASSOCIATION   OF  AMERICA 

980  MADISON  AVENUE  NEW  YORK  CITY  10021  FIFTH  FLOOR  OF  THE  PARKE-BERNET  BUILDING 

PHONE  (212)  249-4525 
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Antique  Bessarabian  Knotted  Pile  Carpet 
1  8th  Century 
Measuring  17.10  x  1 4.5 

Open  daily  (except  Sundays)  from  10  a.m.  to  12  noon  and  2  to  6  p.m. 


DE  JONCKHEERE  gallery 


%1 


:  1 11  k 


*W       <'l     ■  \ 


The  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are, 
in  themselves,  a  permanent  antiques  fair  which  is  open  to  dealers  only  throughout 
the  year.  Top  quality  goods  in  showroom  condition.  Durwards  Hall  is  on  the  main 
A12  road  from  Europe  and  a  mere  fifty  minutes  from  London  by  rail.  Trains  are 
met  at  Witham  station  by  prior  arrangement  and  we  shall  be  pleased  to  help  dealers 
with  their  travel  arrangements. 


DURWARDS  HALL  .  KELVEDON  .  ESSEX  .  ENGLAND 
Telephone:  KELVEDON  70234/5/6 


RICHARD  GREEN 


44  Dover  Street 
London  W1X4JQ 
01  -493  7997/491  3277 
Telex:  25796  GREEN  G 


Exhibiting  at  PICTURA  77 
Eurohal  —  Maastricht—  Holland 
Stand  No.  5 

21  May -31  May  1977 


Simon  de  Vlieger  (c. 1600-165  3) 
An  estuary  scene  with  figures  in  a 
boat  by  a  jetty 
Signed 

Panel:  13^  x  io|  inches/34.5  x  26.5  cms 
Literature: 

H.  P.  Baard,  "Willem  van  de  Velde  de  Oude, 
Willem  van  de  Velde  de  Jonge",  illustrated 
page  8. 


Catalogues  available  by  request 

Old  Masters  £2.00  (including  postage) 

1 9th  Century  Dutch    £1 .00  (including  postage) 


Ashanti 
brass  weights 
Frrru  h  C  amerouns 


The  Art  of 
Executorship 


*  Executorship  has  been  our  business  for  more  than 
k  a  century.  During  these  many  years  our  trust 
^   specialists  have  successfully  handled  some  of  the 
most  unique  and  complex  problems  imaginable 
in  the  area  of  estate  settlement. 

- 

We're  proud  of  the  expertise  and  ability  we've  dem- 
onstrated in  meeting  unusual  challenges,  such  as 
the  management  and  disposition  of  the  estate 

containing  the  collection  of  rare  artifacts 
"'jfe     CjjJfe    pictured  here.  Such  ability,  we  feel, 

personifies  the  art  of  executorship. 

P  Whether  an  estate  is  routine  or  intri- 


weights—  '^^E^^^. 

^H^^  Whether  an  estate  is  routine  or  intri- 

cate,  skill  and  attention  to  detail  is 
v  necessary.  Regardless  of  the  complexity 

of  your  financial  planning  needs,  call  upon  us.  We're  expert? 
in  the  art  of  executorship.  m 


tar\  ing 
of  piR- 
Africa 


▼ 


PIIITSBURBH  NflTIONflL  BANK 

.  V*'    •  -.  ^    PITTSBURGH  S  OLDEST  TRUST  COMPANY 
FIFTH  AVENUE  &  WOOD  STREET  •  PITTSBURGH  PENNSYLVANIA  15222 

lh<-  items  pit  lured  jre  Irnm  the  collet  Ikiiis  hi  Ihe  Lite  HoMard  D  Cibbv 


BROD  GALLERY 

24  St. James's  Street,  London  SW1A1HA  Telephone:  01-839  3871 


BALTHASAR  VAN  DER  AST 

Middelburg  c.  1 590-c.  1 656  Delft 
Panel:  133^-71  ins. 
(30.5  ^19.5  cms.) 
Signed  and  dated  1 621 
Lit:  L.  F.  Bol:  'The  Bosschaert  Dynasty',  p.  69,  No.1 


Exhibiting  at  the  International  Art  Dealers'  Fair  'PICTURA   Eurohal- Maastricht-Holland 
21.- 30. May  197/      Stand  Number  3.     Tel: (43)  15783 
Exhibiting  at  the  Grosvenor  House  Fair.  8H8.  June  77.  Stand  Number  46. 

Fine  Paintings  and  Drawings  by  Old  Masters 


Kennedy  Qalleries 

EDWARD  HOPPER 


MAY  11  -  JUNE  8 


"Girl  At  A  Sewing  Machine,"  1921,  oil  on  canvas,  19  x  18  inches,  signed  lower  left 

KENNEDY  GALLERIES  IS  PRESENTING  AN  EXHIBITION  OF  FINE  OIL 
PAINTINGS,  WATERCOLORS,  DRAWINGS  AND  ETCHINGS  BY  THE  20TH 
CENTURY  AMERICAN  MASTER,  EDWARD  HOPPER.  AN  INFORMATIVE 
COLOR  ILLUSTRATED  CATALOGUE  IS  AVAILABLE  FOR  $9.00. 

Kennedy  Qalleries 

40  West  57th  Street,  5th  Floor.  New  York,  N.  Y.  10019 
OPEN  TUESDAY-SATURDAY,  9:30-5:30 


r 
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T.  CROWTHER  &  SON  LTD 


A  Satinwood  Cabinet  of  superb  quality  inlaid  with 
Harewood  and  having  fine  ormolu  mounts. 
Made  bv  Holland  &  Sons  1868. 
Width  4'  6",  Height  5'  3",  Depth  1 '  9". 


A  finely  carved  18th-century  Statuarv  Marble  Bull  on  stone  plinth  (not  illustrated). 
Base  4'  0±"'x  1'  6£".  Height  2'  8  V'.  Height  on  Plinth  5'  3". 

282,  NORTH  END  ROAD, 
FULHAM.  LONDON,  S.W.6. 
Tel:  01-385  1375/6/7. 

Open:  9-6,  Mon-Fri. 
Cables:  ANTIQUITY,  LONDON. 
No  Catalogues. 


A  very  fine  mid- 1 8th  century  Carved 
Pine  Doorwav. 
Height  8'  4f .  Width  5'  3".  Door  6'  8|"  x  3'  1 

We  have  fine  and  extensive  stocks  of  18th-century 
Furniture,  wood  and  marble  Chimneypieces,  oak  and  pine 
Panelling  and  Garden  Ornaments,  and  we  are  always 
interested  in  purchasing  similar  pieces. 

We  specialise  in  the  design  and  construction  of  individually 
styled  purpose-made  Architectural  features  in  the  period 
manner,  in  wood,  stone  and  wrought  iron. 


As  you  will  have  guessed 

of  the  Swisr 


London.  Every  day  at  10.05  hours*. 
Big  Ben  indicates  the  departure 
of  a  Swissair  plane  for  Switzerland. 
And  also  at  11.10, 15.05, 15.55, 
19  55,  20.00.  and  five  times  every 
week  at  22  00. 


""ST 


Amsterdam.  Every  day  at  11  05 
hours*,  the  clock  at  the  Mint 
Tower  indicates  the  departure  of 
a  Swissair  plane  for  Switzerland. 
And  also  at  1745.  21  15  and  22.05. 


Athens.  Six  times  every  week  at 
14  10  hours*,  the  clock  at  the 
Mitropolis  Cathedral  indicates 
the  departure  of  a  Swissair  plane 
for  Switzerland  And  also  twenty 
times  every  week  at  different 
hours. 


Barcelona.  Every  day  at  15.20 
hours*,  the  clock  at  the  Town  Hall 
indicates  the  departure  of  a 
Swissair  plane  for  Switzerland 
And  also  at  16  30 


Basel.  Seventy-seven  times  every 
week,  the  clock  at  the  Spalentor 
indicates  the  departure  of  a 
Swissair  plane  for  11  destinations. 


Belgrade.  Every  day  at  15.20 
hours,  the  Sahat-Kula  Clock 
Tower  of  Kalemegdan  Fortress] 
indicates  the  departure  of  a 
Swissair  plane  for  Switzerland! 


— —  


Sill 
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Copenhagen.  Every  day  at  10.05 
hours,  the  clock  of  Our  Saviour's 
Church  indicates  the  departure 
of  a  Swissair  plane  for  Switzerland 
And  also  at  12  15  and  18.55. 


Dusseldorf .  Every  day  at  09.20 
hours,  the  Water  Gauge  Clock  on 
the  Rhine  indicates  the  departure 
of  a  Swissair  plane  for 
Switzerland  And  also  at  13  25, 
16.20  and  20  05 


Frankfurt.  Every  day  at  10  10 
hours,  the  Little  Clock  Tower 
indicates  the  departure  of  a 
Swissair  plane  for  Switzerland 
And  also  at  16.25,  20  50  and 
21  00 


Geneva.  Three  hundred  and 
twenty-four  times  every  week, 
the  Flower  Clock  indicates  the 
departure  of  a  Swissair  plane  for 
61  destinations. 


Genoa.  Six  times  every  week 
17.10  hours*,  the  clock  of  the 
Grattacielo  indicates  the 
departure  of  a  Swissair  plane! 
Switzerland. 


Malaga.  Five  times  every  week  at 
16.10  hours*  the  clock  of  the 
Cathedral  indicates  the  departure 
of  a  Swissair  plane  for  Switzerland 


Marseilles.  Every  day  at  16  55 
hours*  the  clock  at  the  Palais  de 
la  Bourse  indicates  the  departure 
of  a  Swissair  plane  for  Switzerland 


Milan.  Every  day  at  09  50  hours* 
the  c'ock  at  the  Central  Station 
indicates  the  departure  of  a 
Swissair  plane  for  Switzerland. 
And  alsoat  13.10,  !6.35and  20.15. 


Moscow.  Every  Tuesday, 
Wednesday,  Thursday  and  Friday 
at  08.15  hours,  the  carillon  clock 
in  the  Kremlin  Tower  indicates 
the  departure  of  a  Swissair  plane 
for  Switzerland 


ry  day  < 


the  clock  at  the  Town  Hall  indie 
the  departure  of  a  Swissair  pi 
for  Switzerland  And  also  at  1i 
and  20  20. 


Rome.  Every  day  at  08  50  hours*.  Salzburg.  Everyday  at  10  00  hours,  Sofia.  Every  Tuesday  and  Friday  Stockholm.  Every  day  at  08  45  Stuttgart.  Everyday  at  10  10 

the  water  clock  at  Villa  Borghese  the  clock  at  the  Town  Hall  indicates  at  16  35  hours,  the  clock  at  the  hours,  the  clock  of  the  hours,  the  clock  at  the  Central 

indicates  the  departure  of  a  the  departure  of  a  Swissair  plane  Central  Halls  indicates  the  Ftiddarholms  Church  indicates  Station  indicates  the  departure 

Swissair  plane  for  Switzerland.  for  Switzerland  departure  of  a  Swissair  plane  for  the  departure  of  a  Swissair  plane  a  Swissair  plane  for  Switzerlar 

And  also  at  09.30, 14.30  and  20  15.  Switzerland.  for  Switzerland  And  also  at  13  35  and  20.30 


lis  is  an  advertisement 
ational  airline. 


Manchester.  Every  day  at  09.15 
hours*,  the  Town  Hall  clock 
Indicates  the  departure  of  a 
Swissair  plane  for  Switzerland 
with  world-wide  connections. 


Every  day  at  05.20  hours, 
>ck  Tower  indicates  the 
ure  of  a  Swissair  bus  for 
And  also  at  06.30,  09  00, 
12.00, 14.25.  15.50,  1700 
30 


Brussels.  Every  day  at  11.10 
hours*  the  clock  of  Mont  des  Arts 
indicates  the  departure  of  a 
Swissair  plane  for  Switzerland. 
And  also  at  16  50.  21.20  and 
22.05. 


m 


m 


mm 


| 
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Bucharest.  Every  Monday, 
Wednesday,  Thursday  and  Friday 
at  16  25  hours,  the  clock  at  the 
Ministry  of  Agriculture  in  the 
centre  of  Bucharest  indicates 
the  departure  of  a  Swissair  plane 
for  Switzerland 


Budapest.  Every  day  at  09.15 
hours,  the  clock  at  the  Pest  end 
of  the  Margaret  Bridge  indicates 
the  departure  of  a  Swissair  plane 
for  Switzerland 


Cologne.  Six  times  every  week  at 
09.25  hours,  the  clock  at  the  City 
Hall  indicates  the  departure  of  a 
Swissair  plane  for  Switzerland. 


urg.  Every  day  at  09  35 
the  clock  of  the  Town  Hall 
tes  the  departure  of  a 
air  plane  for  Switzerland 


Helsinki.  Every  day  at  08.15  hours, 
the  Clock  Tower  of  the  Railway 
Station  indicates  the  departure 
of  a  Swissair  plane  for  Switzerland 


Istanbul.  Every  day  at  09  30 
hours*  the  clock  on  the  portal  of 
the  University  Gardens  indicates 
the  departure  of  a  Swissair  plane 
for  Switzerland  Also  every  Friday 
at  16.00  and  every  Sunday  at  15.50 


Lisbon.  Every  day  at  15.10  hours*, 
the  clock  at  the  Rossio  Railway 
Station  indicates  the  departure 
of  a  Swissair  plane  for  Switzerland 


Madrid.  Every  day  at  09  00  hours* 
the  clock  of  Puerta  del  Sol 
indicates  the  departure  of  a 
Swissair  plane  for  Switzerland. 
And  also  at  16.50. 


Every  day  at  18.00  hours* 
3ck  of  the  Saint-Francois 
indicates  the  departure  of 
isair  plane  for  Switzerland 
Iso  at  20.45. 


Oslo.  Every  day  at  08.25  hours, 
the  clock  of  the  Town  Hall 
indicates  the  departure  of  a 
Swissair  plane  for  Switzerland 


Palma  de  Mallorca.  Every  day  at 
17.30  hours*  the  clock  of  the 
Town  Hall  indicates  the  departure 
of  a  Swissair  plane  for  Switzerland 


Paris.  Every  day  at  09  35  hours* 
the  clock  at  the  Hotel  de  Ville 
indicates  the  departure  of  a 
Swissair  plane  for  Switzerland 
And  also  ten  times  every  day. 


Prague.  Six  times  every  week  at 
09  45  hours,  the  clock  of  the 
Loreta  Church  indicates  the 
departure  of  a  Swissair  plane  for 
Switzerland 


a.  Every  day  at  09.25  hours, 
iker  Clock  indicates  the 
ture  of  a  Swissair  plane  for 
erland  And  also  at  13  25 

0.3O. 


Warsaw.  Every  Tuesday, 
Wednesday,  Thursday  and  Friday 
at  10  00  hours*  the  clock  at  the 
Kings  Palais  indicates  the 
departure  of  a  Swissair  plane  for 
Switzerland.  And  also  every  Friday 
at  16.50 


Zagreb.  Every  day  at  16  45  hours, 
the  clock  at  the  Cathedral  of 
St  Stephen  the  King  indicates 
the  departure  of  a  Swissair  plane 
for  Switzerland 


Zurich.  Five  hundred  and  eleven 
times  every  week,  the  clock  of 
St.  Peter's  indicates  the  departure 
of  a  Swissair  plane  for  84 
destinations. 


Your  IATA  travel  agency  or 
Swissair  will  gladly  give  you 
further  information,  particularly 
about  the  best  connecting  flights 
to  our  world-wide  route  network. 


'Changes  in  local  summer  time: 
Exact  dates  and  departure  times 
are  shown  in  the  summer 
timetable  '77. 

All  times  are  local  times,  subject 
to  change. 


Max  Webber 


ESTABLISHED                                                                 V          ▼  »    XjX^ALJIV  TELEPHONE 

,9,8                                                                                  CO     ,NC    617-774178$ 

ANTIQUES 

EAST  STREET     M1DDLETON.  MASSACHUSETTS  01949 
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MANHATTAN  ART 
&  ANTIQUES  CENTER 


THE  FIRST  SERIOUS 
ANTIQUES  ARCADE  IN  THE 
UNITED  STATES 

85  established,  reputable  dealers  offering  the 
most  complete  range  of  quality  merchandise 
at  competitive  prices.  Located  in  a  beautiful 

tri-level  enclosed  mall.  If  you're  in  New  York, 
drop  by  and  visit  us. 


PERIOD  FURNITURE 
&  ACCESSORIES 

DOROTHY  LANE  ANTIQUES 
Antique  French 
&  Italian  Furniture 
LENARDS  GALLERIES.  LTD. 
Art  &  Antiques 
CARTER  LAVAY  ANTIQUES.  LTD. 
English  18th  &  19th  Century  Antiques 
ANTHONY  ZOLEO 
Rare  Antique  Furniture 
CALALB  &  IOSUB 
Antiques  &  Furniture 

SANDA'S  SHOP 
French  &  English  Furniture 
DECORATIVE  WALL  COVERINGS 
Wallpapers,  Fabrics 
STEVE  ROEDLER 
18th  Century  Furniture 
'THE  GUV  NOR  &  MRS.  A" 
English  Et  American 
Furniture  &  Antiquities 


JEWELRY 

EVA  SCHICK 
Jewelry  Et  Antiques 
MARIA'S  ANTIQUES 
Antique  Jewelry 
BERNICE  FRIED 
Jewelry,  Art  Nouveau, 
Art  Deco 
THE  RARE  EARTH 
Antiques  Et  Jewelry 
MARCUS  GRINBLATT 
Diamonds  £t  Jewelry 
PLAZA  JEWELRY  LTD 
Antique  Jewelry  Reproduction 


SILVER 

THE  DISCERNING  I 
Silver,  Collectibles 
KEYSTONE  SILVER  CO. 
Sterling  Silver 
LI  LI  E  KOMENT 
Fine  Silver,  Collectibles 


RUGS  &  CARPETS 

THE  GHIORDIAN  KNOT,  LTD. 
Rare  Carpets  &  Tapestries 
E.  &  J.  MAYERI  CORP. 
Persian  Antiquities 


OBJECTS  D'ART 

DOUB'S  ANTIQUES 
Malachite,  Meissen 
&  Russian  works  of  art 
TREASURES  OF  SAMARKAND 
Russian  Enamel  Et  Objets  d'Art 
BLUM  ANTIQUES  &  JEWELRY 
Jewelry  Et  Icons 
PALACE  GALLERY 
Sevres,  Royal  Vienna,  Rose  Medallion 

GALLERY  63  ANTIQUES 
European  Furniture,  Bronzes.  Porcelains 
MICHAEL  TROKEL 
French  &  Russian  objets  d'art 

PORCELAINS  &  COLLECTIBLES 

THE  DOWNSTAIRS  ATTIC,  INC. 
Antiques  &  Glass 
NAMRESS  TRADING  CO. 
Porcelain,  Silver,  Antique  Collectibles 
BARBARA  JOYCE  KAYE 
Collector  Plates 
BETTY  KORN  ANTIQUES  &  JEWELRY 
Antiques,  Jewelry  ft  Paintings 
LES  BETH 
Ceramics,  Dishes,  Antiques 
CAROLE  MJANNES 
Furniture,  Antiques  &  Accessories 
JOAN  GROSS 
Miniatures,  Curiosities 
ALVIE  WHITEMAN 
Arts  Et  Crafts 

AMERICANA 

BOSHA 
American  Indian,  Tramp  Art 
JILL  OF  STORY  HILL  ANTIQUES 
Americana 
LAURA  FISHER 
Americana 
JOSEPH  STAMPS 
Americana  &  other  Collectibles 

ORIENTALIA 

C.  T.  WAN  &  CO. 
Oriental  Art  Et  Antiques 
ASIAN  ANTIQUE  CENTER 
Oriental  Antiques 
LUCKY  ARTS  ENTERPRISES 
Chinese  Art 
TONYING  GALLERIES 
Chinese  Porcelains 
CONTINENTAL  ENTERPRISES 
Oriental  Furniture.  Screens 

ORIENT  TREASURES 
Orient  Antiques  Et  Fine  Art 


ENAMELS 

THE  DOROTHY  COMPANY 
French  &  Viennese  Enamels 

AFRICANA 

HEMINGWAY  AFRICAN  GALLERY 
African  Art,  Sculpture 

CLOCKS 

CLOCK  HUTT 
Antique  Clocks 
ARMS  &  NAUTICALS 

SOL'S  ANTIQUES  Et  ARMS 
Antiques  &  Arms 
HOWARD  ANTIQUES 
Porcelain  Et  Military 
THE  PORT  OF  ST.  JAMES 
Nautical  Antiques 

INDIAN  WORKS 
OF  ART 

KAPOOR  CURIOS 
India,  Nopal  Et  Tibet  Art,  Antiques 

BRONZES 

ROBERT  E.  MANN 
Bronzes  Et  Porcelains 

PAINTINGS 

CLARA  LEDESMA 
Fine  Watercolours 
EUPHORIA  ANTIQUES 
Antiques  Et  Paintings 
XAYMACA  GALLERY 
Jamaican  Art 
SANDA'S  SHOP 
Old  master  paintings 

ART  DECO 

ROBERT  GINGOLD.  JR. 
Art  Deco,  Art  Glass 

MID-EASTERN  ANTIQUES 

FIL  CARAVAN,  INC. 
Middle  Eastern  Copperware 
ISAK'S  ANTIQUES 
Persian,  Near-Eastern  Antiquities 
MIHAIL  KRIHELI 
Art  Et  Jewelry 
ANTIQUE  COLLECTIBLES  PLUS,  LTD 
Rare  Coins,  Antiques  £t  Collectibles 

EXPERT  REPAIRS 

DAVID'S 
Jewelry,  Watch  &  Repair 
KUN  DAO  KNIE 
Restoration 


REGENCY  AUCTION  GALLERY  Art  &  Antiques  Auction  Monthly 

1050  Second  Avenue  at  56th  Street,  New  York,  N.Y.  10022  •  (212)  355-4400 
Open  Daily  10:30  to  6:30,  Sun  12  to  6 
Free  Admission  •  Convenient  Parking 
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JEREMY  LTD. 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W. 

Telephone:  01-352  0644  Cables:  teremioue,  lOndon,  s.w 

01-352  3127  J  * 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


English :  first  quarter  of  the  1 9th  century :  A  superb 
quality  early  Regency  period  secretaire  bookcase,  the 
design  in  the  manner  of  JOHN  McLEAN,  executed 
in  figured  and  faded  Rosewood  and  still  retaining  the 
original  ormolu  mounts. 


DIMENSIONS: 

Max  Height:  4  ft  2  in 
Max  Width:  3  ft  7  in 
Max  Depth:   1  ft  5  in 

JOHN  McLEAN  specialised  in  the  fabrication  of  small  pieces  of  furniture  of  the  highest  quality, 
the  furniture  often  being  decorated  with  ormolu  mounts  of  equally  fine  execution.  From 
comparison  of  examples  of  his  work,  the  influence  of  the  French  Louis  XVI  period  is  very  evident. 
In  fact,  one  of  his  trade  cards  in  the  Banks'  collection  at  the  British  Museum  indicates  that  he 
specialised  in  "Elegant  Parisian  Furniture".  Careful  study  of  the  above  illustrated  secretaire  and  a 
very  similar  example  in  the  collection  of  the  Victoria  and  Albert  Museum,  London,  shows  proof 
of  the  French  manner  of  "bronze  doree"  mounts,  marble  tops  and  turned  "toupee"  feet  that  we 
would  have  expected  to  have  seen  on  a  fine  piece  of  Paris  made  furniture  of  the  late  18th  century. 


IN  GERMANY 


More  Art  and 
Antique  Dealers  and 
Collectors  read  F.A.Z. 
than  any  other 
national  quality 
newspaper 


HENRY 
MOGH 


Over  330,000  copies  of  our  Saturday 
Edition  incorporating  The  Fine  Arts  and 
Antiques  Section  are  sold  weekly. 
They  are  read  by  over  1  million  people. 
If  you  wish  to  buy  from  or  sell  to 
Germany,  let  us  tell  you  how  we  can  help. 
Without  obligation  write  or  phone: 


John  Daniels  or  Vera  Uhlmann  at 
Frankfurter  Allgemeine  Zeitung, 
37  Brompton  Road,  London  SW3  DE, 
Tel.  01-235 7982  or  01-581  2326  ext.  7. 
Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung, 
P.  O.  Box  2901 ,  6000  Frankfurt/M.  1 , 
West  Germany,  Phone  7  59 1 1 . 


jronffurter  Allgemeine 

ZEITUNG  FUR  DEUTSCHLAND 
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AGNEW 


BENEDETTO  LUTI 

One  of  the  Artist 's  Daughters 

Black,  red  and  green  chalks.  35-4  x  22  8  cms 


Old  Master  Drawings  from  Holkham 

collected  by  the  1  st  Earl  of  Leicester  ( 1 697- 1 759) 

2-27  May 

Lent  by  kind  permission  of  the  Trustees  of  the  Holkham  Estate 
In  aid  of  the  Queen's  Silver  Jubilee  Appeal 

43  Old  Bond  Street, 
London,  Wl 

Tel:  01-629  6176 

Monday-Friday  9.30-5.30  p.m.  Thursdays  until  7.00  p.m. 
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THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


BADA  means  more  than  you  think . . . 

Each  member  of  the  Association- and  there  are  only  500 
of  them-has  been  chosen  from  many  applicants  for 
knowledge  of  his  subject  and  standing  in  business. 
In  the  rare  event  of  discord  buyers  can  resort  to  a 
system  of  arbitration  provided  by  the  Association  itself. 


Sell  to  a  member  and  avoid  the  increased  charges  imposed  by  some  Auctioneers. 
A  list  of  members  will  be  sent  free  on  receipt  of  a  stamped  and  addressed  envelope. 
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A  pair  of  George  III  candelabra  and  a  pair  of 
candlesticks  made  by  John  Schofield,  1798. 

Height  of  candelabra,  21  inches. 
Height  of  candlesticks,  i2§  inches. 
Total  weight  194  ounces. 

The  engraved  arms  are  those  of  Pole  impaling  Buller. 


ASPREY  &  COMPANY  LIMITED.  165-169  NEW  BOND  STREET.  LONDON  W1  Y  OAR.  TEL:  01  -493  6767 
alternative  entrance  at  22  Albemarle  Street.  London  W1 
Telegrams:  Culleus  London  Asprey  S.A.  Geneva.  40  rue  du  Rhone.  Geneva.  Telex:  251 1 0 

Telephone:  28-72-77 


ALAN  TILLMAN  ANTIQUES 

WISH  TO  ANNOUNCE  THE  OPENING  OF  THEIR 
BEVERLY  HILLS  GALLERY  ON  JUNE  20TH 

BY  OFFERING  FOR  SALE  BY  TENDER 

THE  CELEBRATED  DUNBAR 
PAPERWEIGHT  COLLECTION 

Including  the  only  recorded  examples  of: 

A  Clichy  Dimensional  Canework  Convolvulus 
A  Clichy  'Fantastic'  Bird  and  Flower 
A  Clichy  Pear 
A  Baccarat  Dimensional  Bell  Flower  Bouquet 

Also:  Flowers,  Millefiori  and  Fruit  Examples 
of  Superb  Quality  and  Execution. 


Viewing 

May  16th  to  19th 
May  23rd  to  28th 
May  30th  to  June  1st 

June  2nd  to  June  4th 


London  Gallery 

Beverly  Hills  Gallery 

Carlyle  Hotel,  76th  +  Madison 

Avenue,  New  York  City 

Sheraton  Boston  Hotel,  Boston,  Mass. 


Write  for  Catalogues,  (£5.80),  ($10),  and  Tender  Conditions  to: 


9  Halkin  Arcade  238  N.  Canon  Drive 

Motcomb  Street  Beverly  Hills 

London  S.W.I.  California  90210 

England  U.S.A. 

Tel:  01-235  8235  Tel:  (213)  654-6027 


28    1  he  Connoisseur,  May,  1977 


Ve  EXPOSITION 

HOTEL  GEORGE  V  -  PARIS 


From  Friday  June  io.*-  to  Sunday  June  19-1  1977  -  11  a.m.  to  1  1  p.m. 


th 


ANTIQU AIRES  A  PARIS 


DIDIER  AARON  &  C'E 

32,  avenue  Raymond  Poincare  -  75116  Paris  -  Tel.  727  17  79 

AVELINE  &  C'E 

20,  rue  du  Cirque  -  75008  Paris  -  Tel.  266  60  29 

LA  COUR  DE  VARENNE 

42,  rue  de  Varenne  -  75007  Paris  -  Tel.  544  65  50 

J.-P.  HAGNAUER 

10.  rue  de  Seine  -  75006  Paris  -  Tel.  326  36  54 
KRAEMER  &  CIE 

43,  rue  de  Monceau  -  75008  Paris  -  Tel.  522  24  46 

ETIENNE  LEVY  S.A. 

178,  Faubourg  Saint-Honore  -  75008  Paris  -  Tel.  225  66  84 


Avec  la  participation  de. 


AUX  ARMES  DE  FRANCE  CHARLES  MARCHAL 
46,  rue  de  Miromesnil  -  75008  Paris  -  Tel.  265  72  79 

EMILE  BOURGEY 

7.  rue  Drouot  -  75009  Paris  -  Tel.  770  35  18 

H.  BRAME  -  J.  LORENCEAU 

68,  Boulevard  Malesherbes  -  75008  Paris  -  Tel.  522  16  89 

COMPAGNIE  DE  LA  CHINE  ET  DES  INDES 

39,  avenue  de  Friedland  -  75008  Paris  -  Tel.  359  93  28 

LALOUX  -  DESSAIN 

20,  rue  du  Cirque  -  75008  Paris  -  Tel.  266  60  29 

LEFEBVRE  &  FILS 

24,  rue  du  Bac  -  75006  Pans  -  Tel.  261  18  40 

C.T.  LOO  &  C'E 

48,  rue  de  Courcelles  -  75008  Paris  -  Tel.  227  53  15 

MOATTI 

77,  rue  des  Saints-Peres  -  75006  Paris  -  Tel.  222  91  04 

VANDERMEERSCH 

23,  Quai  Voltaire  -  75007  Paris  -  Tel  261  23  10 

AU  VIEUX  PARIS    MICHEL  TURISK 
4,  rue  de  la  Paix  -  75002  Paris  -  Tel.  261  00  89 


LA  HAUTE  JOAILLERIE 
DE  FRANCE 


BOUCHERON 

26,  place  Vendome  -  75001  Paris  -  Tel.  261  58  16 

CHAUMET 

12,  place  Vendome  -  75001  Paris  -  Tel.  260  32  82 

MAUBOUSSIN 

20,  place  Vendome  -  75001  Paris  -  Tel.  260  32  54 

MELLERIO  DITS  MELLER 

9,  rue  de  la  Paix  -  75002  Paris  -  Tel.  261  57  53 

VAN  CLEEF  &  ARPELS 

22,  place  Vendome  -  75001  Paris  -  Tel.  261  58  58 


French  19th  Century  Paintings 


Charles  Theodore  Frere 
Paris  1814-  1888 

A  particularly  impressive  artist,  who  having  made  his  debut  in  1834  with  a  French  landscape,  went  on  to  travel  widely  in  the  Middle  Easi 

between  Algier  and  Constantinople  from  1837  onwards.  Over  a  long  period  of  time  he  produced  paintings  on  Oriental  themes  in 
powerful  colours,  showing  great  feeling  for  light  and  shade.  The  bizarre  houses,  mysterious  streets  and  people  in  national  dress,  either  in 
groups  or  singly,  blend  perfectly.  The  period  of  Haroun-al-Raschid  is  presented  in  the  same  animated  style  as  the  oriental  tales  of  the 

German  romantic,  Wilhelm  Hauff. 


Am  Morgcn  bei  Kairo  27  x  41cm  Das  altc  Kairo  am  Nil  27  x  41 


ALEXANDER  GEBHARDT  •  GALERIE 

OTTOSTRASSE  6  •  8000  MUNCHEN  2  •  TELEFON  089/59  2786 
Illustrated  catalogue  available  on  request 
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GEORGE  III 


-A  fine  George  1 1 1  Silver  Tea  Caddy  made 
in  London,  Date  1  783  by  Andrew 
Fogelberg  and  Stephen  Gilbert.  The 
caddy  is  contained  in  its  original  inlaid 
satin  wood  case  with  silver  handle. 


Our  London  and  New  York  collections  feature 
antique  silver  of  the  highest  quality  and  always 
include  exceptional  and  rare  pieces  of  interest 
to  the  serious  collector. 
Our  collection  of  Old  Sheffield  Plate  is  also 
one  of  the  largest  in  the  country 


SJ.SHRUBSOL 


LONDON  43  MUSEUM  STREET- LONDON  WC1 A 1LY  TEL  01-4052712  NEW  YORK  1 04  EAST  57th  STREET  NEW  YORK  10022  TEL  0101-212-75-38920 
Member  of  the  British  Antique  Dealers '  Association  and  the  National  Antique  and  An  Dealers '  Association  of  America 


BURLINGTON  INTERNATIONAL 
FINE  ART  FAIR 

1-16  DECEMBER  1977 

London's  Fine  Art  Fair  will  be  held  in  the  main  galleries 
of  the  Royal  Academy  of  Arts,  Burlington  House  from  the 
1st  to  the  16th  of  December,  1977 

The  Fair  will  be  limited  to  paintings,  drawings,  the  graphic 
arts  and  sculpture  and  is  timed  to  coincide  with  the 
principal  autumn  sales  in  London. 

Burlington  House  is  situated  at  the  centre  of  the  London 
art  market  and  a  large  attendance  is  expected  including 
many  visitors  from  all  over  the  world. 


For  further  details: 
Burlington  International  Fine  Art  Fair  Ltd 


Telephone:  01-493  8394 


JJ    The  Connoisseur,  May,  1977 


A  JUBILEE  STORY 


Omnia  Vincit  Veritas 


ART  and  ANTIQUE 
DEALERS  LEAGUE 
of  AMERICA  Inc. 

50 

Anniversary 


Headquarters:  5  EAST  66th  STREET,  NEW  YORK,  N.Y.  10021  •  [212]  737-7065 


ART  AND  ANTIQUE  DEALERS  LEAGUE  OF  AMERICA,  Inc. 


It  all  began  in  the  years  prior  to  1926  when  a  group  of 
leading  antique  dealers  used  to  meet  for  lunch  —  amongst 
them,  names  like  H.  F.  Dawson;  Edward  Farmer;  Charles 
Duveen  (Charles  of  London);  Henry  Symons;  James  P. 
Montllor;  Felix  Wildenstein;  John  Ginsburg;  Isaac  M.  Levy; 
etc.  They  became  known  as  the  "Antique  Dealers  Luncheon 
Club."  On  January  7,  1926,  these  dealers  and  other  well- 
known  names  of  the  time,  met  for  lunch  at  the  Hotel  Madi- 
son in  New  York  City  and  decided  to  form  a  permanent 
association  of  the  principal  art  and  antique  dealers  in  the 
country.  This  organization  would  function  to  bring  the  vari- 
ous members  of  the  trade  closer  together,  to  promote  a 
greater  understanding  among  themselves  and  with  the  pub- 
lic in  general,  devoting  itself  to  the  best  interest  of  the 
dealers  and  collectors  of  antiques  as  well  as  works  of  art. 
The  name  decided  upon  was  the  "Antique  &  Decorative 
Arts  League,"  by  which  name  it  was  known  until  1942, 
when  it  was  decided  to  give  the  organization  wider  ramifica- 
tion in  every  phase  of  the  arts,  and  so,  the  "Art  and  Antique 
Dealers  League  of  America,  Inc."  came  into  existence. 

The  man  behind  the  inception  of  this  organization  and 
throughout  the  early  years,  was  the  late  James  P.  Montllor, 
a  leading  expert  in  Spanish  Art.  Charles  J.  Duveen  was 
elected  the  first  President  and  Mr.  Montllor  as  Secretary. 
In  1928  Mr.  Montllor  was  elected  President,  and  later,  fol- 
lowing the  liquidation  of  his  business,  became  the  League's 
permanent  Executive  Secretary,  in  which  capacity  he  served 
both  energetically  and  skillfully  until  his  death  in  1959. 

The  Art  &  Antique  Dealers  League  of  America,  Inc.  is  the 
principal  antiques  and  fine  art  organization  in  America  as 
well  as  being  the  oldest  and  most  widespread.  It  has  grown 
steadily  with  a  current  membership  of  over  one  hundred 
and  twenty  dealers  in  twenty-three  States  as  well  as  Can- 
ada. Their  areas  of  specialization  encompass  virtually  the 
entire  range  of  fine  and  decorative  arts.  The  strictest  stand- 
ards are  adhered  to  in  the  acceptance  of  new  members. 
Each  applicant  must  have  an  established  business  for  at 
least  five  years  and  must  be  proposed  and  seconded  by  two 
members  of  the  League.  Their  stock  must  be  primarily  of 
top  quality  and  in  the  case  of  dealers  in  modern  art,  must  be 
of  extremely  high  calibre.  The  merchandise  of  the  proposed 
applicant  must  be  examined  by  a  member  who  specializes 
in  the  merchandise  carried  by  the  applicant. 

Each  member  subscribes  to  and  strictly  observes  the 
League's  Code  of  Ethics.  This  Code  condemns  absolutely 
and  unequivocably  the  sale  of  fraudulent  imitations  of 
antiques  and  works  of  art.  It  also  condemns  the  false  and 
misleading  representations  of  mis-statements  appearing  in 
invoices,  memoranda  of  sales  and  advertisements.  Before 
the  beginning  of  each  year  the  membership  list  is  closely 
scrutinized  to  ensure  the  League's  high  standards. 

In  its  fifty  year  history  the  League  has  actively  partici- 
pated in  many  outstanding  Shows  and  Exhibitions.  The 
Exhibitions  at  the  Sherry  Hotel  in  1944  and  at  the  Hotel 
Shelton  in  1947  received  wide  public  acclaim,  as  did  Exhi- 
bitions at  the  Hotel  Delmonico  in  1964  and  at  the  Light- 
house for  the  Blind  in  1965.  In  1967  the  League  was  invited 
as  a  body  to  exhibit  at  the  first  Antiques  Fair  held  at  the 
Museum  of  Fine  Arts  in  Montreal.  This  first  showing,  under 
the  direction  of  Henry  Jordan,  Secretary  at  the  time,  who 
was  a  tireless  worker  on  behalf  of  the  organization,  helped 
make  participation  in  the  Fair  a  great  success  and  consid- 


ered a  high  point  of  the  Exhibition.  The  League  also  had 
Exhibitions  at  the  High  Museum,  Atlanta,  Ga.,  and  partici- 
pated in  the  University  Hospital  Antique  Show  in  Philadel- 
phia in  1971  with  the  same  successful  results. 

In  1939  the  Canadian  Department  of  National  Revenue 
authorized  the  League  to  certify  shipments  of  antiques  to 
Canada  and  to  other  British  Dominions  including  the  Ba- 
hamas, as  well  as  becoming  Commissioned  Certifying  Au- 
thority in  the  United  States  on  Antiquities  and  Objects  of 
Art  for  export  to  South  Africa. 

Many  key  issues  relating  to  art  and  antiques  have  come 
to  the  League's  attention.  In  regard  to  importation  into  the 
United  States,  while  this  country  has  extended  the  period 
for  which  merchandise  may  be  imported  duty  free  up  to 
one  hundred  years,  the  League  feels  and  has  always  felt, 
that  the  old  date  of  1830  is  much  more  in  keeping  with  its 
aims  —  after  that  date  the  machine  age  followed,  creating 
mass  production  which  has  been  responsible  for  the  gen- 
eral deterioration  in  the  quality  of  handicrafts.  While  there 
are  certain  exceptions,  the  date  of  1830  as  favored  by  the 
League,  renders  the  importation  of  quality  merchandise  far 
more  likely. 

In  1936  the  World  Organization  of  C.I.N. O.A.  (Confeder- 
ation International  des  Negociants  en  Oeuvres  d'Art  — 
International  Art  Dealers  Confederation)  was  formed  in 
Europe  and  the  League  soon  joined,  becoming  an  active 
member.  At  the  General  Assembly  of  C.I.N. O.A.  in  Brussels 
in  July  1962,  the  Mandate  of  Presidency  was  conferred  on 
the  United  States  and  Bertram  A.  Wine  took  over  the  Pres- 
idency on  behalf  of  the  League,  followed  by  A.  M.  Adler,  a 
former  President  of  the  League.  At  that  time  C.I.N. O.A.  con- 
sisted of  eight  member  countries.  When  the  United  States 
relinquished  the  Mandate  to  Italy  in  1965  there  were  eleven 
member  countries.  Today,  C.I.N. O.A.  has  grown  to  eighteen 
organizations  from  fourteen  countries.  Bertram  A.  Wine 
has  been  the  permanent  League  Delegate  to  C.I.N. O.A.  for 
the  last  six  years  and  for  the  last  sixteen  years  has  repre- 
sented the  League  at  the  Annual  General  Assemblies  in 
many  countries. 

The  League  is  justly  proud  of  the  service  it  has  rendered 
the  American  Public  and  the  Antiques  Trade  as  a  whole.  It 
has  played  a  key  role  in  bringing  the  various  aspects  of 
antiques  and  works  of  art  before  the  public  eye  and  creat- 
ing a  community  of  interests  and  understanding  between 
dealer  and  collector.  In  the  Fall  of  1974  and  until  January 
1975,  in  a  joint  Exhibition  called  "  The  Grand  Gallery,"  under 
the  auspices  of  International  C.I.N. O.A.  Exhibition  1974 
Ltd.,  the  League  took  part  in  one  of  the  greatest  showings 
of  fine  antiques  and  works  of  art  ever  brought  before  the 
American  public.  This  event  took  place  at  the  Metropolitan 
Museum  of  Art  in  New  York  City,  where  98,000  visitors 
came  to  see  this  magnificent  display  during  the  three 
months'  Exhibition.  All  the  member  countries  of  C.I.N. O.A. 
joined  in  this  tremendous  effort  and  the  round  of  entertain- 
ment that  accompanied  the  week  of  the  official  opening  will 
long  be  remembered  by  all  who  participated. 

It  has  been  the  League's  good  fortune  to  have  had  the 
outstanding  dealers  in  the  United  States  join  its  ranks  over 
the  years,  and  now  looks  forward  to  many,  many  years  of 
continued  service  to  the  public  as  it  enters  its  second  half- 
century. 


Compiled  by  Bertram  A.  Wine  and  John  P.  Ruval 


Members 


WYLER 


Pair  of  rare  antique  English  silver  double  lip  sauce  boats 
London  1725  by  Nathaniel  Gulliver  —  George  1st  period 


713  Madison  Avenue  at  63rd  Street,  New  York  10021  •  (212)  TE  8-1910 


The  ultimate  in  rare  silver  and  porcelains  and  authentic  reproductions  —  Sheffield  and  Victorian  Plate 


PAUL  STORR 

Magnificent  and  Historical  William  IV  9-light  Candelabrum  presented 


iviagnuicem  ana  Historical  wniiam  iv  v-ugnt  canaeiaorum  presentea  \                 s^,  ^ 

in  1837  to  Lt.  Colonel  Lord  Bingham,  3rd  Earl  of  Lucan,  upon  his  ^//ClMUct'  (C/f<{£€Z//>  tJrflXy. 
retirement  from  the  Command  of  the  17th  Lancers.  The  17th  Lancers 

were  famous  for  the  "Charge  of  the  Light  Brigade"  and  was  the  only  regular  320  NORTH  RODEO  DRIVE 

British  cavalry  regiment  to  have  partaken  in  the  American  BEVERLY  HILLS,  CALIFORNIA  90210 

War  of  Independence.  Height  29".  ae,  fnr  1?$*™** 


Ask  for  Mr.  David  or  Peter  Orgell. 


A  fine  George  IV  Circular  Plateau.  London,  1823.  15"  diam. 


Members 


A  Taperstick  made  in  London  in 
1765  by  John  Schuppe. 
Shown  actual  size. 


Specializing  in  Paul  Storr  &  Hester  Bateman 
Shown  by  appointment  only 


Send  $1.00  for  subscription  to  descriptive  priced 
listings  of  Antique  Silver  and  Old  Sheffield  Plate 


Joseph  H.  Kilian 

39  Glen  Byron  Avenue  •  South  Nyack,  N.Y.  10960 
Phone:  (914)  358-5713 


J.  J.  THOMPSON 


Bronze  form  covered  vase.  Spinach  green  nephrite. 
Chia  Ch'ing  (1796-1820).  163/4"  high  overall. 


Wm.  L.  Davis  Co. 


1300  Fifth  Avenue 
SEATTLE,  WASHINGTON  98101 
MAIN  2-0518 


Philip  Suval,  inc. 

ESTABLISHED  1896 
36  East  Fifty-Seventh  Street  •  New  York,  N.  Y.  10022 
Phone:  (212)  753-8450 


ANTIQUE  ENGLISH  PORCELAIN  &  POTTERY 
ENGLISH  FURNITURE  &  GLASS 
CHINA  TRADE  PORCELAIN 
PAINTINGS 


On  the  occasion  of  this  tribute  to  the  Art  and  Antique  Dealers  League  of  America  in  its  Fiftieth  Anniversary  year, 
we  have  chosen  to  illustrate  some  rare  historical  and  marine  examples  from  our  large  collection  of  China  Trade 
porcelain:  The  bowl  (diam.  10",  circa  1780)  and  the  pair  of  plates  (diam.  8V2")  circa  1800)  were  made  for  the 
English  market;  the  tea  caddy  for  the  Swedish  market  about  1780;  the  teabowl  and  saucer  showing  a  secret  memorial 
(in  silhouette)  to  Louis  XVI  and  Marie  Antoinette  (circa  1795);  and  the  saucer  with  the  American  eagle,  having  the 
shield  in  red,  white  and  blue,  dating  about  1800. 


LINLO 
HOUSE 

Inc. 

1019  Lexington  Ave.  at  73rd  Street 
New  York,  N.Y.  10021 
(212)  BU  8-1848 


PAIR  OF  ROSEWOOD 
REGENCY  CABINETS, 

WITH 
LIGHTING  FIXTURE. 
27  inches  wide, 
48  inches  high, 
12  inches  deep. 
Circa  1820. 


Exhibiting  at 
The  Winter  Antiques  Show, 
our  22nd  yeor. 


Members 


100  American  Drawings  from  200  Years 

(December  4  through  December  30) 


Study  for  "Portrait  of 

Katherine  Kelso  Cassatt",  c.  1905 

by  Mary  Cassatt 

Pencil  on  paper,  10  x  6%  inches 

Signed  at  lower  right 


cHirschl=*Adler 

ALLERIES  INC 

21  East  67th  Street,  New  York  10021  •  (212)  535-8810 


A  charming  and  very  rare  Irish 
bureau-bookcase  with  block-fronted  in- 
terior, carved  door  mullions,  swan-neck 
pediment,  dentil  cornice,  fretted  facades, 
carved  bracket  feet,  and  original  Chip- 
pendale  hardware.  These  beautifully  de- 
tailed Irish  pieces  provided  the  inspira- 
tion for  the  later  American  counterparts 
Circa  1750. 

Height  90".  depth  20Vi",  width  38Y-. 


INC. 

962  Madison  Ave..  New  York.  N.Y.  1002 J  X    X  (212)  BU  8-6770 
William  Papp.  President,  Established  1900 


N.  SAKIEL  &  SON 

1024  Third  Avenue,  New  York,  N.Y.  10021 
Telephone  (212)  TE  2-8576 


FINE  AMERICAN  and  EUROPEAN  ANTIQUES 


Fine  early  17th  century  Silver  Mounted  Mazer 
probably  North  European.  Height  4V->  inches. 


GEORGE  I  TANKARD 

Maker,  William  Paradise.  London,  1720 

Subject  to  prior  sale 

From  a  large  and  varied  collection  of  fine 
American  and  English  antiques. 


THE  GLOBE  W  ANTIQUES 


1524  EastOliveWay    Seartle.Washington  98122 
(206)329-5666 
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Members 


DEVENISH 

&  COMPANY  INC. 

929  MADISON  AVENUE 
NEW  YORK,  N.Y.  10021 
(212)  LE  5-2888 


A  very  fine  serpentine  Chippen- 
dale commode  of  small  size,  with 
brushing  slide,  in  well  figured 
Cuban  mahogany,  still  retaining 
its  original  handles. 

Third  quarter  of  the  eighteenth 
century. 

Measurements:  Height  33  inches 
Width  28»/2  inches 
Depth  19'/2  inches 


Lower  Armstrong  Ford  Rd. 
Belmont,  N.  C.  28012 


Furniture,  Paintings, 
Porcelains,  Silver 


704/825-3624 
Mon.  through  Sat. 
10  -  5 


ffie  Plantation  J-fouse 

"A  Wonderland  of  Antiques" 


Fabrics 
Gifts 


Members 


OTtne  &nttqueg,  3nc. 


GEORGIAN                                            DIRECT  IMPORTERS  EARLY 

ENGLISH  &  IRISH  VICTORIAN  PLATE 

SILyER                                          667  MADISON  AVENUE  Dn„    *  4TMC 

SUITE  1006  PORCELAINS 

OLD  SHEFFIELD                                     NFW  YORK  NY  10021  * 

PLATE                                          SS^iS  ANTIQUE  JEWELRY 


A  pair  of  large 
Chinese  Ginger  Jars 
in  yellow  with 
multi  color  floral 

decorations. 
Carved  teakwood 

bases  and  lids. 
China  circa  1800. 
Height  22", 
diameter  10". 


ANTIQUE  DECORATIVE  ACCESSORIES  AND  LAMPS 

DAVID  WEISS  Importers, inc. 

MEMBER:  ART  AND  ANTIQUE  DEALERS  LEAGUE  OF  AMERICA,  INC. 

969  THIRD  AVE.  at  58th  ST.  2nd  floor  NEW  YORK  10022  PL  5-1492 


David  david,  inc.  fine  painting*  a  works 


of  art 


260  South  18th  Street,  Philadelphia.  Pennsylvania  19103 
(215)  PE  5-2922 


'Portrait  of  Madame  Suzanne  Butler  &  Son  Jimmy' 
1860— THEODORE  BUTLER— 1936 
Oil  on  canvas    45"  x  35" 


WE  SPECIALIZE  IN  APPRAISALS  OF  ART  FOR  INSURANCE  AND  PROBATE 


MEMBER 

APPRAISERS  ASSOCIATION  OF  AMERICA 
ART  AND  ANTIQUE  DEALERS  LEAGUE  OF  AMERICA.  INC 
LA  CONFEDERATION  INTERNATIONALE  DE  NEGOCIANTS  EN  OEUVRES  D  ART  (C  I.N  O  A  ) 


Members 


PAIR  GEORGE  III 

SILVER  ENTREE  DISHES 

By  -  Paul  Storr 
London  1811 
12"  oblong  plain,  crested 
straight  gadroon  border 
weight  -  110  ounces 


WM.  Ill  SILVER 
MONTEITH  BOWL 
By  —  Benjamin  Pyne 

London  1699 

58  ounces 

Diameter  \  23U" 


I.  Freeman  &  Son,  Inc. 

12  East  52nd  Street,  New  York,  N.Y.  10022    (212)  759-6900 

Simon  Kaye  Ltd.    I.  Freeman  &  Son,  Ltd.  ^%aiU\\\\V\\\t^^^ 

IB  Albemarle  Street,  London  W  1,  England  •  Telephone  01  -  491  -  7513 


CHIPPENDALE  CHEST  OF  DRAWERS 
New  York,  circa  1760. 
Primary  Wood:  Mahogany. 
Secondary  Wood:  Poplar. 
Dimensions:  35 V2"  high,  35"  wide,  HV2"  deep 
Provenance:  Descended  in  the  Townsend  Family 
of  Long  Island. 


We  would  like  to  extend  our 
congratulations  to  the  Art  &  Antique 
Dealers  League  of  America,  on  its 
>0th  Anniversary. 


BERNARD  &  S.  DEAN 


Ginsburg  SfLevy. 


INC 


THREE  GENERATIONS  IN  THE  FINE  ARTS  FIELD 
981  MADISON  AVENUE,  NEW  YORK,  N  Y  10021 
TELEPHONE  (212)  628-7088 
TUESDAY  thru  SATURDAY,  10  to  5:30 


Members 


"Some  smack  of  age  in  you, 

Some  relish  of  the  saltness  of  time" 


A  1680  period  Bible  Box  with  stamped  decoration  of  two  large  flowers  and 
initials,  R.D.  The  old  color  is  a  grayish  blue.  This  is  the  finest  example  of 
this  type  of  decoration  impressed  with  a  tool  as  it  is  so  clearly  defined.  Note 
the  deep  gouge  carving. 


Thevc  17th-century  English  pewter  tapersticks  are  the  only  known  recorded 
pair.  They  are  the  same  ones  that  are  pictured  in  Michaelis'  authoritative 
text  on  British  pewter.  Other  17th-century  rarities  are  the  wriggled-work 
pewter  plate  and  the  agate  and  silver  knife  and  fork. 


A  porringer-type  bleeding  bowl  with  a  cut-out  heart  handle  monogramed 
E.L.  and  dated  1742  in  blue.  One  of  a  pair  of  white  English  Delft  plates 
initialed  and  dated  1704  within  a  blue  cartouche.  This  is  the  date  of  the 
Deerfield  Massacre.  A  very  rare  and  choice  blue  and  white  Loving  Cup  or 
Caudle  Cup  of  ample  proportions  with  gracefully  scrolled  applied  handles 
— initialed  and  dated  1715  on  the  underside  of  the  base.  A  white  delft  wine 
bottle  marked  Whit  for  white  wine  and  dated  1647  in  blue.  A  bowl  for  punch 
or  other  likely  beverages-decorated  in  blue  and  dated  1753,  below  a  picture 
of  a  punch  bowl  and  clay  pipes  and  the  saying  "One  more  and  then". 


A  ball-foot  four-drawer  chest, 
original  throughout;  New  England 
origin,  circa  1680-1690;  the  wood 
is  pine  in  old  brown  finish,  all 
drawers  hang  on  side  runners, 
tear  drop  brasses  garnish  the  chest 
combining  beauty,  heritage,  age, 
rarity,  and  usefullness. 


A  great  Connecticut  slat-back 
mushroom  arm  chair,  circa 
1680-1720. 


& 


OGAN 


cULLIAN  UL ANKLE  Y 

SITUATED  AT  "HEARTS  &  CROWNS" 

Collector  -  Dealer  -  Appraiser  -  Museum  Consultant  for  over  36  years 
22  HIGH  STREET,  FARMINGTON,  CONNECTICUT  06032 
By  Appointment  (203)  677-9259 


Specializing  in  Pilgrim-Century 
New  England  Furniture  and  Furnishings 


f^OflWl/FI  Complete  Interior  Design  Service 
V^nV^VVCiJL.    Park  Place 

RORFR^ON  61 1  Providence  Road 
in!^SdTo  /vrcn     Charlotte.  North  Carolina  28207 
INCORPORATED  704-372-5457 


Rare  Venetian  Blackamoor  Table 
Mosaic  top 

Late  Seventeenth  Century 
Height  32  inches 
Length  34  inches 
Depth  213^  inches 


Member  Art  &  Antique  Dealers  League  of  America,  Inc. 


EIGHTEENTH  CENTURY 
MEISSEN  SHEPHERD 
and  SHEPHERDESS 

Exquisitely  modelled 
pastoral  figures  in  delicate 
enamel  colors.  Boy  in 
cockade  hat,  and  soft  green 
suit,  pats  hound.  His 
charming  companion  in 
mauve  skirt  holds  lambkin 
by  yellow  ribbon.  Gilded 
rococo  bases,  underglaze 
blue  Meissen  crossed  swords 
c.  1775. 

Shop  located  thirty  minutes 
from  THE  WHITE  HOUSE 


pLetiRrDG-Li^ 

7921  Norfolk  Are. 
Bethesda,  Md.  2001!, 
(301)  65-2-1500 


Compliments  of 


MERRYVALE 


INCORPORATED 


Direct  Importer 
of  18th  and  19th 
Century  Antiques 


3640  Buchanan  Street 
San  Francisco,  California  94123 

Open:  Monday  through  Friday  9:00  -  5:00 


Kb 


9n 


HI 


Members 


ANTIQUES 
LIGHTING  FIXTURES 
DECORATIONS 


American  Huntboard, 
birch  and  pine,  four  feet  wide,  circa  1790. 

Carriage  House  Antiques 

1408  Franklin,  Lexington,  MO.  64067  •  (816)  259-3633 
Open  Wednesday  through  Sunday 

18th  &■  19th  Century  Antiques  6-  Works  of  Art 


12  light  ormolu  and  crystal 
CHANDELIER 
Russian  —  Circa  1795 


Antiques  -  ilrttmars 

156  OAKLAND  AVE.         •       PHONE  585-4856 
SPARTANBURG.  S.  C.  29302 


No  Catalog  Available 


f§1^ad57dofiked 
Jew  1Jdi2Zc/.y.  @>fya $05/5 

LOS  ANGELES  MIAMI  CHICAGO 

Donghia  Inc.  La  Verne  Gallery     John  Strauss  International 

871  Melrose  Ave.     3925  N.  Miami  Ave.        I  60  East  Erie  Street 


Authentic  antiques 
Period  furniture 


Silver 

Victorian  Jewelry 


AULD  ENGLISH  GALLERIES 

English  and  Continental 
Antiques  of  Outstanding  Merit 


Stonehenge  Courtyard 
186-190  Spring  Street 


Eureka  Springs.  Arkansas 
America's  'Little  Switzerland' 


VOJTECH  BLAU 

RUGS    AND  TAPESTRIES 

980  MADISON  AVENUE  NEW  YORK  CITY  10021  FIFTH  FLOOR  OF  THE  PARKE-BERNET  BUILDING 

PHONE  (212)  249-4525 

Specializing  in  Antique  and  Semi-Antique  Oriental  and  European  Room  Size  and  Palace  Size  Carpets 


Antique  Kerman  (Raver)  Persian  Carpet 

2nd  half  of  the  18th  Century 
Islamic  date  1193.  In  its  original  condition 
Measuring  13.6  x  10 


MEMBERSHIP  LIST 


ARKANSAS 


ART  AND  ANTIQUE  DEALERS  LEAGUE  OF  AMERICA,  Inc. 


ULIilV.l  ISH  i.  \LLI  Kll  S 

190  Spring  Street.  Eureka  Springs  72632 

CALIFORNIA 

BOWEN  and  BOSSIER,  INC. 

San  Carlos  near  7th,  P.O.  Box  7459 

Carmel-by-the-Sea  93921 

RICHARD  S.  GORHAM  ANTIQUES  LTD. 

P.O.  Box  4378,  Mission  at  Seventh,  Carmel  93921 

MERRYVALE,  INC. 

3640  Buchanan  Street,  San  Francisco  94123 

DAVID  ORGELL,  INC. 

320  North  Rodeo  Drive,  Beverly  Hills  90210 

HERBERT  B.  PALMER  &  CO. 
9570  Wilshire  Blvd. 
Beverly  Hills  90212 

NETTIE  WOLE  ANTIQUES  &  INTERIORS 
73-920  EI  Paseo,  Palm  Desert  92260 

WINFIELD-WINSOR  SHOWROOM 
458-460  Jackson  Street  San  Francisco  941 1 1 

COLORADO 

AYERS  OF  I RANKTOWN 
Hwy.  83,  Franktown  801 16 

CONNECTICUT 

LILLIAN  BLANKLEY  COGAN 

"Hearts  &  Crowns,"  22  High  Street,  Farmington  06032 

AVIS  &  ROCKWELL  GARDINER 

60  Mill  Road,  Stamford  06903 

THOMAS  D  &  CONSTANCE  R.  WILLIAMS 

Brush  Hill  Road,  Litchfield  06759 

DELAWARE 

DAVID  STOCKWELL,  INC. 

3701  Kcnnett  Pike,  Wilmington  19807 

FLORIDA 

CIRCA  ANTIQUES 

1219  East  Las  Olas  Blvd.,  Fort  Lauderdale  33301 

DOUGLAS  LORIE,  INC. 

334  Worth  Avenue,  Palm  Beach  33480 

J.  I  THOMPSON 

P.O.  Box  22698,  Fort  Lauderdale  33315 

OTTO  M.  WASSERMAN 

P.O.  Box  2224,  Palm  Beach  33480 

GEORGIA 

W.  E.  BROWNE  DECORATING  CO. 
443  Peachtree  Street,  Atlanta  30308 

ILLINOIS 

CHARLES  FRANK  &  COMPANY 
932  Edgemere  Court,  Evanston  60202 

KENTUCKY 

GORDON  CAYCE,  INC. 

1312  South  Main  Street,  Hopkinsville  42240 

SIGN  OF  THE  PINE  TREE 

159  Chenoweth  Lane,  Louisville  40207 

THE  STRASSEL  COMPANY 

1000  Hamilton  Avenue,  Louisville  40204 

WAKEFIELD-SCEARCE  ANTIQUE  GALLERIES 
Washington  Street,  Shelbyville  40065 

LOUISIANA 

BOWEN  &  BOSSIER  INC. 

2790  Fairfield  Avenue,  Shreveport  7  1  104 

ROTHSCHILD'S,  INC. 

229  &  241  Royal  Street,  New  Orleans  70130 

HENRY  STERN 

329  Royal  Street,  New  Orleans  70130 

WALDHORN  COMPANY,  INC. 

343  Royal  Street,  New  Orleans  70130 

MARYLAND 

FLEUR-DE-LIS  ANTIQUES,  INC. 
7921  Norfolk  Avenue,  Bcthesda  20014 

MASSACHUSETTS 

BRODNEY,  INC. 

8 1 1  Boylston  Street,  Boston  02 1  1 4 
CHERRY  &  WATSON  ANTIQUES 
Route  6-A,  Barnstable  02630 

MICHIGAN 

W.  RUSSELL  BUTTON,  INC. 

955  Center  Street,  Douglas  49406 

STALKER  AND  BOOS,  LTD. 

975  East  Maple  Road,  Birmingham  4801  1 

MISSOURI 

CARRIAGE  HOUSE  ANTIQUES 
1 1  15  N.  Jefferson,  Carrollton  64633 


EDWARD  KEITH,  INC. 

4646  Belleview,  Kansas  City  641 1  2 

NEW  JERSEY 

THE  HUDSON  SHOP.  INC. 

51  1  Broad  Street,  Red  Bank  07701 

ARD1S  LEIGH 

192  Nassau  Street,  Princeton  08540 

EUGENE  SUSSEL 

Cooper  River  Plaza  No.  304 

North  Park  Drive,  Pennsauken  08109 

NEW  YORK 

EDEN  GALLERIES 

Halls  Pond  Rd.,  Belcher,  R.D.  1,  Salem  12865 
JOSEPH  H.  KILIAN 

39  Glen  Byron  Avenue,  South  Nyack  10960 

ELLEN  FALES  LOMASNEY 

84  Forest  Avenue,  Locust  Valley  1 1560 

NEW  YORK  CITY 

A  LA  VIEILLE  RUSSIE,  INC. 

781  Fifth  Avenue,  New  York  10022 

A.  M.  ADLER  FINE  ARTS,  INC. 

20  East  67th  Street,  New  York  10021 
THE  ANTIQUE  PORCELAIN  COMPANY 

THE  ANTIQUE  COMPANY  OF  NEW  YORK,  INC. 

48  East  57th  Street,  New  York  10022 

J.  N.  BAR  I  FIELD  ART  GALLERIES,  INC. 

45  West  57th  Street,  New  York  10019 
KAREKIN  BESHIR  LTD. 

1 125  Madison  Avenue,  New  York  10028 
VOJTECH  BLAU 

980  Madison  Avenue,  New  York  10021 

YALE  R.  BURGE  ANTIQUES,  INC. 
315  East  62nd  Street,  New  York  10021 
FRANK  CARO  CO. 
41  East  57th  Street,  New  York  10022 
PHILIP  COLLECK  OF  LONDON,  LTD. 
122  East  57th  Street,  New  York  10022 
SARAH  POTTER  CONOVER  INC. 
17  East  64th  Street,  New  York  10021 

DALVA  BROTHERS,  INC. 

44  East  57th  Street,  New  York  10022 

DEVENISH  &  COMPANY,  ITD. 

929  Madison  Avenue,  New  York  10021 

TOM  DURKIN 

237  East  58th  Street,  New  York  10022 

I.  FREEMAN  &  SON,  INC. 

12  East  52nd  Street,  New  York  10022 

H.  GALKA,  INC. 

15  East  76th  Street,  New  York  10021 
BENJAMIN  GINSBURG  ANTIQUARY 
815  Madison  Avenue,  New  York  10021 

F.  GOREVIC  &  SON,  INC. 

660  Lexington  Avenue,  New  York  10022 

HAMMER  GALLERIES,  INC. 

51  East  57th  Street,  New  York  10022 

HIRSCHL  &  ADLER  GALLERIES,  INC. 

21  East  67th  Street,  New  York  10021 
EDWIN  JACKSON,  INC. 

306  East  61st  Street,  New  York  10021 
JACQUES  I  RANCAIS  RARE  VIOLINS,  INC. 
140  West  57th  Street,  New  York  10019 
LEO  KAPLAN  ANTIQUES 
888  Madison  Avenue,  New  York  10021 

KEYMAN'S  ANTIQUE  SHOP 

1026  Second  Avenue,  New  York  10022 

HERBERT  LANNING,  LTD. 

1035  Third  Avenue,  New  York  10021 

BERNARD  &  S.  DEAN  LEVY,  INC. 

981  Madison  Avenue,  New  York  10021 

LINLO  HOUSE,  INC. 

1019  Lexington  Avenue,  New  York  10021 

JULIUS  LOWY,  INC. 

SHAR-SISTO,  INC. 
51 1  East  72nd  Street,  New  York  1002  1 
MALLETT  &  SON  (Antiques)  America  LTD. 
P.O.  Box  396,  New  York  10028 
D.M.  &  P.  MANHEIM  ANTIQUES  CORP. 

46  East  57th  Street,  New  York  10022 
NESLE,  INC. 

151  East  57th  Street,  New  York  10022 

NEWHOUSE  GALLERIES,  INC. 

19  East  66th  Street,  New  York  10021 

FLORIAN  PAPP,  INC. 

962  Madison  Avenue,  New  York  10021 

ROSENBERG  &  STIEBEL,  INC. 

32  East  57th  Street.  New  York  10022 

MAXSAFRON 

300  East  57th  Street,  New  York  10022 

N.  SAK1EL  AND  SON 

1024  Third  Avenue,  New  York  10021 


SPENCER  A.  SAMUELS  &  CO..  LTD. 

18  East  76th  Street.  New  York  10021 
SCHAEF1  ER  GALLERIES,  INC. 
983  Park  Avenue,  New  York  10021 
SCHONEMAN  GALLERIES,  INC. 
823  Madison  Avenue.  New  York  10021 

MAURICE  SIGAL 

841  Broadway.  New  York.  N.Y.  10003 

IRA  SPAN1ERMAN  INC. 

50  East  78th  Street,  New  York  10021 

PHILIP  SUVAL,  INC. 

36  East  57th  Street,  New  York  10022 

SYLVIA  TEARSTON 

1053  Third  Avenue,  New  York  10021 

FREDERICK  P.  VICTORIA 
154  East  55 Ui  Street,  New  York  10022 
DAVID  WEISS  IMPORTERS,  INC. 
969  Third  Avenue,  New  York  10022 
WILDENSTE1N  &  CO.,  INC. 

19  East  64th  Street,  New  York  10021 

WINE  ANTIQUES.  INC. 

667  Madison  Avenue.  New  York  10021 

J.  J.  WOLFF  (Antiques)  LTD. 

825  Madison  Avenue,  New  York  10021 

REMBERT  WURL1TZER,  INC. 

910  Park  Ave.,  New  York  10021 

S.  WYLER,  INC. 

713  Madison  Avenue,  New  York  10021 


NORTH  CAROLINA 

CROWELL-ROBERSON,  INC. 
61  1  Providence  Road,  Charlotte  28207 

TREASURES  UNLIMITED,  INC. 
120  Greenwich  Road,  Charlotte  28211 

THE  PLANTATION  HOUSE 
Lower  Armstrong  Ford  Road,  Belmont  28012 
THE  QUEEN'S  QUEST,  INC. 
112  Water  Street,  Edenton  27932 

PENNSYLVANIA 

ROBERT  BURKHARDT 

R.D.  1,  Kutztown  19530  at  Monterey,  Rt.  222, 

CARLEN  GALLERIES,  INC. 
323  South  16th  Street,  Philadelphia  19102 

PENNSYLVANIA 

DAVID  DAVID,  INC. 
260  South  18th  Street,  Philadelphia  19103 

WILLIAM  MOENNIG  &  SON 
2039  Locust  Street,  Philadelphia  19103 

FRANK  S.  SCHWARZ  &  SON 
1806  Chestnut  Street,  Philadelphia  19103 
and  Suburban  Square,  Ardmore  19003 

MATTHEW  &  ELISABETH  SHARPE 
The  Spring  Mill  Antique  Shop 
Spring  Mill,  Conshohocken  19428 

SOUTH  CAROLINA 

JACK  PATLA  CO. 
181  King  Street,  Charleston  29401 

MARGARET  M.  TAYLOR,  INC. 
156  Oakland  Avenue,  Spartanburg  29302 

TENNESSEE 

ASCOT  AT  MICHAEL  CORZINE  INC. 
(Antique  Silver  Co.  of  Tennessee) 
2127  Green  Hills  Village,  Nashville  37215 

EVELYN  ANDERSON  GALLERIES 

Westgate  Center,  6043  Highway  100,  Nashville  37205 

TEXAS 

HEIRLOOM  HOUSE,  INC. 
2521  Fairmount,  Dallas  75201 

FINDER'S  FAYRE 

1485  Calder  Avenue,  Beaumont  77702 

NORMAN  FOSTER,  INC. 

3815  S.  Alameda  Street,  Corpus  Christi  78411 

VIRGINIA 

CHAS.  NAVIS  ANTIQUES  INC. 
5605  Grove  Avenue,  Richmond  23226 

REESE'S  ANTIQUES 

207  East  Main  Street,  Richmond  23219 

WASHINGTON 

WM.  L.  DAVIS  SONS  CO. 
1300  5th  Avenue,  Seattle  98101 

CANADA 

FELICIA  SOTELL  ANTIQUES 

1  Westmount  Square,  Montreal  H3Z  2P9 

THE  CHINA  SHOP 

1374  Sherbrooke  St.  W.,  Montreal  H3G  IJ6 


Period  English  &^  American  furnishings 

Our  galleries  are  located  between  Denver  and  Colorado  Springs  — 
6  miles  east  of  Exit  80,  Interstate  25.  By  appointment:  Monday  through  Saturday. 

FRANKTOWN 

COLORADO  80116  Member  of  the  Art  &  Antique  Dealers  League  of  America,  Inc.  (303)688-3827 


OUDE  KUNST*  FINE  ART 
ALTE  KUNST  *  ART  ANCIEN 

■ 

21-30  •  5  •  1977 


PICTURA 

Schilderijen       Pictures  Gemalde  Tableaux 

Beelden  Sculptures  Figuren  Sculptures 

Tekeningen  Drawings  Zeichnungen  Dessins 

Ikonen            Icons  Ikonen  Icons 


Open:  11.00-21.00  hrs. 

- 

's   '  ■  '  I 

EUPOHAL  •  MAASTRICHT  •  HOLLANE 


P  DE  BOER 

AMSTERDAM 

LEGER  GALLERIES 

LONDON 

BROD  GALLERY 

LONDON 

MULLENMEISTER 

SOLINGEN 

RICHARD  GREEN 

LONDON 

ROB  KATTENBURG 

AMSTERDAM 

ROBERT  NOORTMAN 
LONDON/HULSBERG 

S.  NYSTAD 

SGRAVENHAGE 

C  EN  G  CASTENDIJK 
ROTTERDAM 

ILAS  NEUFERT 

MUNCHEN 

A  J  DERAAD 

S-HERTOGENBOSCH 

W  H  PATTERSON 

LONDON 

H  M  CRAMER 

SGRAVENHAGE 

IVOBOUWMAN 

SGRAVENHAGE 

A.  BIES 

EINDHOVEN 

DE  JONCKHEERE 

BRUXELLES 

BRIAN  KOETSER 

LONDON 

NYSTAD  ANTIQUAIRS 
AMSTERDAM 

J.  KRAUS  GALLERY 

PARIS 

GERARD  MEYER 

ROTTERDAM 

PIETERA.  SCHEEN 

SGRAVENHAGE 

JAN  DIRVEN 

EINDHOVEN 

GALERIE  BUHLER 

MUNCHEN 

MARK  GALLERY 

LONDON 

J.  HAHN 

PARIS 

MICHEL  VAN  RUN 

AMSTERDAM 

M  NEWMAN 

LONDON 

W  LEFEVRE 

KORTKIJK 

ABELS 

KOLN 

PAFFRATH 

DUSSELDORF 

J  O  LEEGENHOEK 

PARIS 

X.SCHE1DWIMMER 

MUNCHEN 

BORZO 

S-HERT(JGENBOSCH 

HANS  MARCUS 

AMSTERDAM 

INTERB(X)K 
INTERNATIONAL 

SCHIEDAM 

COLNAGHI 

LONDON 

G.J.SCHERPEL 

BUSSUM 

GEBR  DOUWES 

AMSTERDAM 

ODETTE  FINCK 

BRUSSEL 


if 


J.  KUGEL 

*E  FURNITURE 

ONZES  AN  D  279,  RUE  S AINT-HONORE, 

riosities  75008  PARIS 

TEL:  260.86.23  &  260.19.45 


ANTIQUE  CONTINENTAL 
SILVER  AND 
GOLD  BOXES 


Oil  painting  on  canvas  -  signed 


352  x2i5  ins. 


1823  ALFRED  EMILE  LEOPOLD  STEVENS  1906 


Exhibited :  A  Loan  Exhibition  of  the  works  of  Alfred  Stevens, 
May,  1973,  cat.  no.  19. 


)HN  MITCHELL  &  SON 


8  NEW  BOND  STREET 
LONDON  W1Y9PE 

Telephone:  01-493  7567 
Cables: Jonmit,  London 


cv3n  Invitation 

...to  spend  some  time  each 
month  among  the  iSoestmost 
exquisite  ti&asui&s  qf the 
ancient  and  modern  wdrld! 

"The  most  beautiful  magazine  printed  in  the 
English  language,"  THE  CONNOISSEUR 
contains  full-colour  plates,  illustrations  and  au- 
thoritative articles  on: 
Paintings 
Prints 
Tapestries 
Antiques 
Silver 
Jewelry 

Porcelain  | 
Glass 
Sculpture 
Architecture 
Furniture 
Arms  &  Armour 

Plus,  definitive  news  on  the  showings,  sales 
and  events  worth  noting  in  American  and  Eu- 
ropean galleries,  museums,  auction  rooms  and 
private  collections. 

60NNOISSEUR  $5.00  a  copy. 

1  year  $48.00  (You  save  $12.00  from  the  single- 
copy  cost) . 

2  years  $85.00  (You  save  $35.00  from  the  single- 
copy  cost) . 

For  these  substantial  savings,  just  fill  in  and 
clip  out  the  Subscription  Order  Form  below 
and  mail  it  today. 

Your  first  copy  will  be  on  its  way  to  you  in  six 
to  twelve  weeks.  Watch  for  it! 


THE  CONNOISSEUR 

P.O.  Box  10120.  Des  Moines,  Iowa  50340 
Yes!  Please  send  me  THE  CONNOISSEUR 

□  One  year  (12  months)  for  $48.00 

(saves  me  $12.00  from  the  single-copy  cost) 

□  Two  years  (24  months)  for  $85.00 

(saves  me  $35.00  from  the  single-copy  cost) 

□  Payment  is  enclosed       Bill  me_ 


Initial  here 


Mamf 

Address 

please  print 

City 

State 

Zip  

THE  CONNOISSEUR,  $5.00  a  copy. 


WCSF 


For  those  who 

appreciate 
the  rare  as  well  as 
the  beautiful 


We  are  proud  to  be 
able  to  offer  a  Collection  of 
^    jewellery  that  is  more  than 
merely  beautiful.  Each  item  has  special 
interest  for  the  connoisseur,  whether  it 
costs  a  few  pounds  or  many  thousands. 
It  may  be  a  piece 
of  coral,  curiously 
cut... or  a  fantastic 
gemstone  brooch 
from  the  Italian 
Rennaissance ...  or  a  reverse 
cut  intaglio  crystal  of  the  sought-after 
"Stage  coach"  series.  For  over  one 

hundred  years  we  have  been 
jewellers  and  silversmiths 
to  discerning  collectors 
including  the  Royalty  of 
all  Europe.  Today  at  One 
Burlington  Gardens 
you  can  see  one  of 
the  most 
interesting  collections 
of  jewellery  in 
London  — specially  selected 
for  those  who  appreciate 
the  rare  as  well  as  the  beautiful. 

HANCOCKS 

&  CO  JEWELLERS:  LTD  EST  1848 

1  BURLINGTON  GARDENS  •  LONDON  W1X  2HP 
01-493  8904 

(opposite  north  entrance  to  Burlington  Arcade) 
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By  appointment  to 
H.  M.  The  Queen 
suppliers  of  fancy  goods 


By  appointment  to 
H.  R.  H.  The  Duke  of  Edinburgh 
suppliers  of  fancy  goods 


By  appointment  to 
H.  M.  Queen  Elizabeth 

The  Queen  Mother 
suppliers  of  fancy  goods 


The  General  Trading  Company  (Mayfair)  Ltd 
London 


Send  for  our 
illustrated  booklet 
'GTC  pocket  companion' 


DVO 


Presents  have  always 
been  our  great  strength. 
Glass  we  stock  in  a 
dazzling  variety  from 

complete  suites  to 
single  handmade  pieces. 
China  is  outstanding 
here  and  we  can  order 
for  you  almost  any  piece 
by  leading  makers. 
Antiques  have  their 
own  upstairs  department 
specializing  in  furniture 
and  accessories  of  the 
eighteenth  and  early 
nineteenth  centuries. 
Decorating  also  has  its 
own  section  with  three 
designers  and  a  sumptions 
room  of  soft  furnishings. 
Kitchen  pots,  utensils, 
and  cutlery  are  chosen 
for  looks  and  performance 
as  is  everything  for  our 
garden  which  flourishes 
at  the  back  of  the  shop. 


The  General  Trading  Comoan 


144  Sloane  Street,  Sloane  Square,  London  swix  qbl  telephone  01-730  0411 
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IAN  G.  HASTIE 


Antiques  and  Works  of  Art 


A  very  fine  late  18th  Century  carved  wood  gilt  Centre  Table  surmounted  by  a  rectangular  malachite  top.  The  centre  frieze 
carved  with  the  monogram  B.Q.  and  a  ducal  coronet. 

Formerly  in  the  collection  oj  the  Duke  oj  Buccleuch  and  Queensbury .  and 
Prince  Paul  oj  Yugoslavia. 

Width 5'  4  "       Depth  2'  f       Height  2'  8" 

To  be  exhibited  at  the  West  of  England  Antique  Dealers  Fair,  Bath  from  10th  May  to  14th  May. 

46  St.  Ann  Street,  Salisbury,  Wilts.  Salisbury  (0722)  22957 


64    The  Connoisseur,  May,  1977 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  Till 
QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


<ffiare  &uj£uA  and  Gmtinenta£  c/i&for,  c/Miniahif^. 


A  necklace  of  cornelian,  jasper  and  Sard  intaglios,  the  centre  one  by  Marchant,  most  of  the  remainder 
from  the  Poniatowski  collection,  and  a  fine  cornelian  intaglio  ring  signed  Benai  (1770- 1830)  -  Actual  Size 
Examples  from  the  collection  formed  by  the  2nd  Duke  of  Wellington 
This  exhibition  (all  items  for  sale)  will  be  on  show  8th--  10th June  and  13th— I7thjune. 


(A) 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.I" 


Andre  Masson 

Verres  et  Colonnes 

Oil  on  canvas,  13%  x  10^ inches 
Signed  (on  reverse):  Andre  Masson 
Painted  ca.  1925 

Ex  Coll.  Andre  Breton,  Paris 

A  similar  composition  of  1 925 

is  in  the  Gallatin  Collection 

of  the  Philadelphia  Museum  of  Art. 


Berry-Hill 
Galleries 

743  Fifth  Avenue,  New  York,  N.  Y.  10022 

(212)  753-8130  Cables  BERRYHILL  NEW  YORK 


Fine  period  furniture  and  furnishings  deserve  the  pro-  1  STUDIOS 

per  background.  Felber  Studios  will  create  that  back- 
ground in  ornamental  plaster  with  fine  authentic 
detailing  and  hand  craftsmanship  to  complete  the 
ambience  of  your  collection. 

110  Ardmore  Avenue,  Ardmore,  Pa.  1 9003 
Phone:  (215)  MI 2-47 10 

PURVEYORS  OF  ORNAMENTAL  PLASTER  TO  THE  WHITE  HOUSE 
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VERBAND  DER 


BERLINER  KUNST-  UND  ANTIQUITATEN-HANDLER  e.v. 


Geschaftsstelle:  Viktoria-Luise-Platz  12  a,  1000  Berlin  30,  Telefon  (030)  2  11  43  02 


TELEFON 


(030)  8  32  50  93 


(030)  8  83  57  77 


(030)  8  86  19  32 


(030)  2  62  24  04 


Adielis,  Dr.  Hans  Thomas 

Ehrenprasident 

Hiininger  Str.  49,  1000  Berlin  33-Dahlem 
Prestige,  Bannert  &  Co 
Antiquitaten 

Uhlandstr.  173/174,  1000  Berlin  15 

Bartel,  Irmgard  und  Wolfgang 

1000  Berlin 

Bassenge,  Tilman  in  Galerie  Bassenge 
Erdener  Str.  5  a,  1000  Berlin  33 

Bethmann-Hollweg  KG,  Asta  von 

Mobel,  Bilder,  Kleinkunst 
Kurfurstenstr.  75,  1000  Berlin  30 

Bock,  Wolfgang 

Ostasiatika 

Gardeschiitzenweg  92,  1000  Berlin  45  (030)  8  33  29  29  /  8  33  26  45 
Bodenheim,  A.  &  L. 

Alte  Gobelins  des  15.-18.  Jh.,  Orientteppiche 

Budapester  Str.  40/44,  1000  Berlin  30  (030)  2  61  16  91 

Bredow,  Ute 

Antiquitaten,  Jugendstil 

Kalckreuthstr.  14,  1000  Berlin  30  (030)  2  13  88  77 

Bresinsky,  Hermann 

Antike  Kleinkunst 

Eisenacher  Str.  1,  1000  Berlin  30  (030)  2  11  41  21 

Buchen,  H.  P. 

Antiquitaten,  Gemalde,  Plastiken 

Keithstr.  16,  1000  Berlin  30  (030)     24  70  07 

Contoyiannis,  Thea 

Ikonengalerie  Contoyiannis 

Fuggerstr.  6,  1000  Berlin  30  (030)  2  13  35  12 

Dohler,  Paul 

Antike  Mobel,  Kunstgewerbe,  Teppiche 

Budapester  Str.  5,  1000  Berlin  30  (030)  2  61  16  01 

Durlich,  M. 

Silber,  Mobel,  Kleinkunst 

Keithstr.  5,  1000  Berlin  30  (030)     24  36  60 

Faehte,  Barbara 

Archaologische  Keramik,  ind.  Miniaturen 

Lindenallee  35,  1000  Berlin  19  (030)  3  01  68  33 

Fritzsche,  Ernst 

Ostasiatika 

Fasanenstr.  22,  1000  Berlin  15  (030)  8  81  22  63 

Gropp,  Susanne 

Antike  Mobel  —  Einrichtungen 

Einemstr.  12,  1000  Berlin  30  (030)  2  61  36  07 

Heckmann,  Manfred 

Fasanenstr.  13,  1000  Berlin  12  (030)  3  13  97  11 

Hinze,  Frieda 

Gemalde  alter  Meister,  antikes  Porzellan,  Silber 
Bundesallee  213/214,  1000  Berlin  15  (030)  2  11  33  29 

Jordan,  Horst 

Antiquitaten,  Kleinkunst 

3131  Sallahn,  Haus  42  (0  58  64)      4  34 

Jung,  Margarete 

Antiquitaten 

Keithstr.  8,  1000  Berlin  30  (030)  2  11  69  57 

Karrer,  Jiirgen 

Antiquitaten 

Eisenacher  Str.  7,  1000  Berlin  30  (030)     24  56  02 

Klewer,  Herbert 

Antike  Mobel,  Gemalde,  Kleinkunst 

Viktoria-Luise-Platz  12  a,  1000  Berlin  30  (030)  2  1 1  43  02 

Koch,  Hans  Florst 

Antiquariat,  seltene  Biicher, 

15.— 20.  Jh.,  alte  dekorative  Grafik 

Hauptstr.  7,  1000  Berlin  62  (030)  7  81  72  87 


Krause,  Hans  P. 

Antiquitaten,  Einrichtungen 
Fasanenstr.  30,  1000  Berlin  15 

Lohmaier,  Eva 

Antiquitaten 

Keithstr.  5,  1000  Berlin  30 

Masuhr,  Erhard 

Kunsthandel 

Pestalozzistr.  82,  1000  Berlin  12 
Michelsen,  Heinz,  O. 
Antiquitaten 

Olivaer  Platz  16,  1000  Berlin  15 
Oldenburg,  Edith 

Gemalde,  Plastik,  Graphik  alter  und 
neuer  Meister,  Kleinkunst 
Keithstr.  12,  1000  Berlin  30 

Oldenburg,  Ulf 

Gemalde,  Mobel,  Silber,  Glas 
Bergstr.  13,  1000  Berlin  41 

Pels-Leusden,  Galerie 

Gemalde,  Plastik,  Graphik  des  19.  und  20. 

Kurfurstendamm  58/59,  1000  Berlin  15 

Reulens,  Mechthild 

Antiquitaten 

Kurfurstendamm  90,  1000  Berlin  31 
Scheepers,  Dorothee 
Antiquitaten 

Kurfurstendamm  207/208,  1000  Berlin  15 
Schonknecht,  Lothar 
Antiquitaten 

Kalckreuthstr.  3,  1000  Berlin  30 
Schroder,  Joachim  A. 

Antiquitaten,  Mobel 
Fuggerstr.  4,  1000  Berlin  30 

Seidel,  Florian 

Antiquitaten 

Kantstr.  26.  1000  Berlin  12 

Seidel  &  Sohn 

Mobel  und  antikes  Kunstgewerbe 
Eisenacher  Str.  113,  1000  Berlin  30 

Spik  KG,  Leo 

Gemalde 

Kurfurstendamm  66,  1000  Berlin  15 

Galerie  Springer 

Gemalde,  Plastiken  und  Graphik 

und  art  primitive 

Fasanenstr.  13,  1000  Berlin  12 

Stahlmach,  Adelbert 

Antiquitaten 

Kalckreuthstr.  16,  1000  Berlin  30 

Venzke,  G.  H.  H. 
Antiquitaten 

Eisenacher  Str.  8,  1000  Berlin  30 

Weick,  Wilhelm 

Mobel  und  Kunstgewerbe  des  18.  Jh. 
und  Gemalde  des  19.  Jh. 
Eisenacher  Str.  10,  1000  Berlin  30 

Westphal  KG,  Volker 

Kunsthandel 

Kurfurstenstr.  75,  1000  Berlin  30 
Wichterich,  Georg 
Antiquitaten 

Nollendorfstr.  21,  1000  Berlin  30 
Wormuth,  Werner 
Antike  Rahmen,  Restaurierungen 
Eisenacher  Str.  2,  1000  Berlin  30 
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(030)     24  33  37 
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CHINESE  ANTIQUES 
AND 
OBJETS  D'ART 


Intricate  Peking  ivory  carving  of  a 
famous  Chinese  court  beauty. 
27  in.  high  including  stand. 


PENINSULA  HOTEL 
KOWLOON  -  HONG  KONG 

Cable:  "EILKERSHAW"  H.K. 
Tel:  3-664083 


SIR  WILLIAM  BEECHEY  R.A.  1753-1839 
108T  A  lady,  three  children,  a  King  Charles 

spaniel  puppy,  one  child  with  a  flower,  in 

a  landscape. 
Canvas  53  x  40  ins. 
Provenance: 

Reputed  members  of  the  Took  family 
The  Hon.  Lady  Stucley  by  family  descent 


Sample  illustrated  catalogue  G.B.  50p 
Airmail  S2  bill  %2.50  cheque 
Large  5x4  in  and  35  mm  colour  slides  available 
Prices  include  paid  world-wide  air  freight. 

Private  and  trade 


OLD  HALL  GALLERY  LTD 

IDEN,  RYE.  SUSSEX 

View  -  phone  first  not  Sundays 
Telephone :  Iden  304    STD  079  78  304 
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>...thebest 

iifWe§t  Qeiman jouthalism« 


The  Suddeutsche  Zeitung  is  a 
member  of  TEAM,  a  group  of 
1 4  top  newspapers  in  1 0 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members.  (F.A.Z.. 
Welt  and  Suddeutsche)  - 
304.225  copies  average  Monday 
to  Saturday.  2nd  quarter  1  976. 

South  Germany.  Suddeutsche's 
home  ground,  is  the  fastest 
expanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


That's  what  "The  Times''  said  about  us 


needs  the  Suddeutsche  Zeitung 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


StiddeuTsctieZeiTung 

The  world's  newspaper  from  Munich.  A  member  of  the  T  E  A  M  group 
(Top  European  Advertising  Media). 


Friihjahrsauktionen 
1976 
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WEISBROD  &  DY  LTD. 


NEW  YORK  TORONTO 
EXHIBITION  IN  NEW  YORK  OF 
JAPANESE  WOODBLOCK  PRINTS  by  HIROSHIGE 


In  New  York  May  18th- June  18th. 
906  MADISON  AVENUE,  NEW  YORK,  N.Y.  10021,  (212)  734-6350 
120  YORKVILLE  AVENUE,  TORONTO,  CANADA.  M5R  1C2.  (416)  921-4396 


"H0US" 


ones  FAII\ 


9-18JUNE1977 

8  June  5  pm  until  7.30  pm.    9-18  June  1 1  am  until  7.30  pm. 
Thursdays  to  10pm.  Closed  Sunday. 
Admission  £1 .50  including  illustrated  handbook. 

Grosvenor  House,  Park  Lane,  London  Wl  A  3AA.  Telephone  01-499  6363. 
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PHILLIPS  of  HITCHIN 

(ANTIQUES)  LTD. 


ouse 


in, 


Hitchin  2067 
5462  2067 


Cables 


orasmre   .  Phillips  Hitchin 


A  mahogany  three  pillar  semi-circular  dining  table,  c  irca  1790,  which 
appears  to  be  an  earlier  version  of  the  "Grecian  dining  table  ",  illustrated  in 
this  design  jrom  Thomas  Sheraton  's  "Cabinet  Dictionary  "  oj  1803. 

From  our  collection  of  17th  and  18th  century  English  furniture  displayed  in 
the  18  period  rooms  of  a  Georgian  manor  house  only  1  hour  Jrom  London  by 
the  A.I  or  about  40  minutes  by  train  from  London  ( Kings  Cross)  ;  trains  can 
be  met  by  arrangement. 


Exhibiting  at  the 

Grosvenor  House  Antiques  Fair 

June  8-18 


Members  of  the  British  Antique  Dealers'  Association. 


LuiSA  MULLER 

PRIMITIVE  ART -ETHNOGRAPHY 
FAR  EAST  ART 
ANTIQUE  JEWELLERY 


BY  APPOINTMENT 


3  RUE  SAINT  JEAN- iooo  BRUSSELS 
TEL.  (02)  513.48.97  -  672.96. 17 


Dakini 


Gilt  bronze         XlVth  century 


BRITISH  ETCHERS 
1850-1940 


KENNETH  M.  GUICHARD 

published  by 

ROBIN  GARTON 

9  Lancashire  Court 

New  Bond  St.  London  W1 

01  -493  2820 

Dealers  in  Fine  Old  Master  and 
Modern  Prints,  Private  Press  Books 
and  Early  American  Maps 


The  Book  Contains : 

A  description  of  the  period.  A  chapter  on  the  building  of  a 
personal  collection. 

An  essay  on  the  influence  of  SAMUEL  PALMER  on 
FREDERICK  GRIGGS,  PAUL  DRURY,  the  young  GRAHAM 
SUTHERLAND.  ROBIN  TANNER  and  others. 

Biographies  of  some  400  significant  etchers,  compre- 
hensively illustrated;  listings  of  over  1000  minor  etchers. 
Reference  lists  of  the  etchings  of  C.  R.  W  NEVINSON, 
JOSEPH  WEBB  and  the  later  work  of  MUIRHEAD  BONE. 

This  folio  volume,  with  top  edge  gilt,  head  bands  and  leather 
spine  contains  three  original  etchings  by  ROBIN  TANNER 

BRITISH  ETCHERS  is  the  only  book  now  available  on  the 
subject  and  provides  invaluable  reference  material  for  col- 
lectors and  students  alike. 


Subscription  copies  ordered  before  publication  date  (30th  June  1977)  £36  50 
(post  free)  Copies  ordered  after  30th  June  1977:  £45  00 
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DuMouchelle  Galleries  announces  an  ESTATE 


19th  cent.  Russian  solid 
brass  chandelier  with  Czarist 
decorative  motif.  48"  high 
and  48"  diameter. 


17th  cent.  Oak  renassaince 
hand  carved  table.  141" 
long,  33"  wide  and  33" 
high. 


in  our  GALLERIES 
featuring  the  properties 
removed  from  an 

OLD  GROSSE  POINTE, 
MICHIGAN  ESTATE 

augmented  by  other  fine  properties 
Friday  evening,  May  20 
at  7:00  p.m. 
Saturday  morning,  May  21 

from  11:00  a.m. 
Sunday  afternoon,  May  22 
at  12:00  noon 


Previewing  from  Tuesday, 
until  Auction  times 


Consignments  now  being  accepted  for  future  auctions. 
Phone  or  write  us  if  you  have  something  to  sell. 


TIFFANY  antique  leaded 
shade  table  lamp,  16" 
diameter.  Shade  #  1446-16 


FREE  valet  parking  for  Friday  evening 
auction.  Park  free  rear  of  galleries 
Saturday  &  Sunday  auction. 


DuMOUCHELLE  Art  Galleries  Co. 

409  E.  Jefferson  Ave.,  Detroit,  Mich.  48226      •      Phones  (313)  963-0248  and  963-6255 

Lawrence  F.  DuMouchelle     •     Joan  Walker     •     Ernest  J.  DuMouchelle 

Art  and  Estate  Auctioneers  and  Appraisers 


Glamour  and  Learning 

combined  in 

the  presentation  of 

Frederick 

the  Great's  Army 

by  H.  Bleckwenn's  „Das  AltpreuRische  Heer.  Erschei- 
nungsbild  und  Wesen.  1713-1807."  30  vols,  in  4°,  of 
which  11  have  already  appeared. 

On  its  completion  this  will  be  a  unique  and  masterly 
piece  of  work  in  a  limited  printing  with  numerous 
plates. 

You  are  invited  to  request  an  illustrated  prospectus  and, 
if   desired,    a    quotation    for    hand    coloured  copies. 

Biblio  Verlag  ■  Postfach  1949  ■  D  4500  Osnabruck 
W-Germany 


That's  what  visitors  from  abroad  say  about  the  Pierre. 
For  the  best  of  reasons.  It's  the  one  hotel  graced  with  Old 
World  touches.  Sweeping  murals.  Elegant  decor.  Airy  suites. 

Service  that  pampers.  And  architecture  that  meets  the 
sky  where  Fifth  Avenue  joins  the  park.  The  Pierre.  It's  a  rare 
beauty.  And  the  world  never  has  enough  of  that. 
For  reservations  and  information  in  the  U.K.,  call 
London,  01-567-3444.  In  New  York  call  212-838-8000. 


FIFTH  AVENUE  &  hist  STREET  •  NEW  YORK.  N  Y  10021 

MANAGED  BY  TRUST  HOUSES  FORTE.  LTD 
MEMBER  PREFERRED  HOTEIS  ASSOCIATION 
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Bonhams  May  Sales 

at  the  Montpelier  Galleries 


hn  Cleveley  Snr:  Two  armed  frigates,  oil  on  canvas,  signed,  inscribed  Deptford, 
ted  1764.  31 X  39"  To  be  sold  Thursday,  5th  May. 


Japanese  Ivory  Group,  main  figure  93A". 
To  be  sold  Friday,  6th  May. 


Rare  18th  Century  medallion  of  Queen  Elizabeth  I. 
To  be  sold  Friday,  20th  May. 


FINE  ART  AUCTIONEERS 


AND  VALUERS 


German  painted  ivory  casket  with  decorative  lock  plate,  late  16th 
early  17th  Century  3  72  x  7  x  5/V!  To  be  sold  Friday,  27th  May. 


Montpelier  Street,  Knightsbridge, 
London  SW7 1HH.  Telephone:  01-584  9161. 
Telex:  916477  BonhamG. 


I.  Silver  and  Plate. 

i.  Watercolours  and  Drawings. 

I.  Selected  European  Oil  Paintings. 

i.  English  and  Continental 

rniture. 

l.  Good  Oriental  Porcelain  and 
>rks  of  Art. 

i.  Pot  Lids,  Goss,  Fairings, 
vengraphs,  Staffordshire  Figures, 
<ter  and  Le  Blond  Prints  (10.30  am). 


11th.  20th  Century  Paintings, 
Drawings  and  Graphics. 
12th.  English  and  Continental 
Furniture. 

12th.  17th,  18th  &  19th  Century 

European  Paintings. 

13th.  Porcelain  and  Works  of  Art. 

All  sales  start  at  11am 
unless  otherwise  stated. 


18th.  Prints. 

19th.  English  and  Continental 
Furniture. 

19th.  17th,  18th  &  19th  Century 
European  Paintings. 
20th.  Porcelain  and  Works  of  Art. 
20th.  Silver  Jubilee  Royal  and 
Commemorative  Sale. 


24th.  Fine  Wines. 

25th.  Evening  Charity  Sale  in  aid  of 
The  R.N.L.I.  (7.15  pm). 
26th.  English  and  Continental 
Furniture. 

26th.  17th,  18th  &  19th  Century 

European  Paintings. 

27th.  Good  English  and  Continental 

Porcelain  and  Works  of  Art. 

31st.  Silver  and  Plate.  1 


W&F.C.  BONHAM 
AND  SONS  LIMITED. 

8  Atholl  Crescent,  Perth,  Scotland. 
Telephone  Perth  (0738)32302. 
Rue  Pedro-Meylan  1,  Geneva. 
Switzerland.  Telephone  36  60  92. 
Langwith  Mill  House, 
Nether  Langwith,  Mansfield, 
Nottinghamshire. 
Telephone  Shirebrook3639. 


King  &Chasemore 


Fine  Art  Auctioneers  of  the  South 


An  early  multiple  piece  cased 
carnage  clock  signed  Bolviller 
a  Paris  -  Olympia.  June  15th 


atOlympia,  London 

during  the  Fine  Art  &  Antiques  Fair  at  the  National  Hall. 

June  10th  An  Nouveau,  Art  Deco  and  other  Collectors'  Items.  English  &  European  Porcelain  & 
Glass 

June  1  3th  Silver  &  Plate.  Jewellery.  Miniatures  &  Objets  d'Art 
June  14th  Paintings  &  Prints.  Bronzes.  Books 

June  1 5th  Oriental  Porcelain.  Eastern  Carpets  &  Rugs,  1 8th  &  1 9th  Century  English  &  Continental 
Furniture  and  Clocks. 

Viewing  9th  (3  p  m.-8  p.m.)  10th.  11th.  13th,  14th.  15th  (11  a.m.-8  p.m.) 
Illustrated  Catalogues  for  all  sales  are  available  price  £1,  £1.20  by  U  K  post.  Air  Mail  £1.50 
Europe.  £2  20  USA  from  King  &  Chasemore.  Fine  Art  Dept .,  Pulborough,  Sussex.  England  Tel 
Pulborough  (079  82)  2081. 


at  Goodwood  House,  near  Chichester,  Sussex 

May  6th  at  7.30  p.m.  Selected  sale  of  Equestrian  and  Sporting  Paintings.  Prints  and  Bronzes 

(viewing  5th  and  6th  May). 

at  the  Pulborough  Salerooms 

May  3rd-5th  Paintings  &  Prints.  Georgian  &  Victorian  Furniture.  Clocks  &  Watches.  Porcelain  & 
Glass,  Oriental  Porcelain 

May  17th-19th  Books,  Eastern  Carpets  &  Rugs,  1  7th  and  1 8th  Century  Oak  &  Walnut  Furniture. 
Pewter.  Copper  &  Brass,  Guns  &  Militana,  Silver  &  Plate.  Jewellery  &  Bi|0utene  Viewing  previous 
Sat.  9  a  m  -1  p  m  and  Mon  1 0  a  m  -5  p  m 

at  Chartres 

June  5th.  1 977  King  &  Chasemore  announce  a  sale  at  the  Galerie  de  Chartres.  France. 

A  collection  of  1 8th  &  1  9th  Century  French  and  other  Continental  Furniture.  Oil  Paintings.  Silver. 
Porcelain  etc  removed  from  the  French  residence  of  an  English  Lady,  for  whom  Mr  W  Lesley  Weller 
is  the  authorised  agent 


Humberts 

King  &  Chasemore 

at  the  Taunton  Salerooms 

May  10th  and  11th 

English  &  Continental :  Furniture,  Paintings  & 
Prints,  Silver,  Jewellery,  Porcelain  &  Glass. 

Further  details  from  Humberts  King  & 
Chasemore,  Magdalene  House,  Taunton, 
Somerset.  Tel :  Taunton  (0823)  88441 . 


HISTORICAL  TECHNOLOGY 


These  microscopes  by 
George  Adams.  Matthew- 
Loft,  &  Andrew  Ross,  and 
several  hundred  other 
antique  scientific  instru- 
ments and  early  associated 
books  are  to  be  found  in  our 
new,  illustrated  Spring 
Catalog  11 4A. 


Please  send  S2  in  the  U.S. 
(S3  overseas)  for  your  copy. 


Historical  Technology,  Inc. 

6  Mugford  Street,  Marblehead,  Mass.  01945  U.S.A. 
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frank  McCarthy 


New  list  of  gallery  artists: 


Charles  Allen 
John  Berkey 
Stan  Borack 
Roger  Cooke 
Don  Crowley 
Chuck  DeHaan 
Juan  Dell 
Douglas  Downs 
Don  Doxey 


John  Falter 
Edward  J.  Fraughton 
Arnold  Friberg 
Carl  Hantman 
John  Jarvis 
Gary  Kapp 
H.  Grant  Kinzer 
John  Kittelson 
Floyd  Lott 


Frank  McCarthy 
Mia 

Newman  Myrah 
Douglas  Ricks 
Kenneth  Riley 
Ray  Swanson 
Barbara  Vaupel 
Russ  Vickers 
and  others 


GALLER 


''Where  the  West  is  a  Fine  Art" 


P.O.  Drawer  D  /  Sedona,  Arizona  86336 
Telephone:  (602)  282-7489 


IN  BRUTON  STREET 

Algernon 
Asprey 


Fine  Early 
English  Glass 
A  rare  pair  of  faceted 
decanters  and  stoppers, 
circa  1760,  and  a 
group  of  18th  century 
drinking  glasses, 
including  one 
decorated  with 
a  gilt  floral  design. 


Members  of  the  British 
Antique  Dealers'  Association 


ALGERNON  ASPREY,  27  BRUTON  STREET,  LONDON  W1X  8HA.TELEPH0NE:  01-629  2608.  CABLES:  ALGYASPREY  LDN. TELEX:  21142 


AUCTION  SALES  IN  PARIS 

DROUOT  RIVE  GAUCHE  (Gare  d'Orsay)  7,  Quai  Anatole  France  75007 
PARIS 

Friday  1 3  May  Room  8 

PAINTINGS  OF  THE  17th  AND  18th  CENTURY  FRENCH  & 
FLEMISH  SCHOOLS,  18th  CENTURY  FURNITURE  &  OBJETS 
D  ART,  ORIENTAL  CARPETS 

Viewing  Thursday  12  May  from  1 1  a.m.  to  6  p.m 


-         v    ft  ;<  •  - 


Flemish  School  17th  Century 

Tuesday  24  May  Room  11 
FINE  JEWELLERY,  SILVER  &  GOLD 
Viewing  Monday  23  May  from  1 1  a.m.  to  6 p.m. 
Experts:  MM  de  Fommervault,  Monnaie 

Maitre  DELORM  E  Auctioneer 

3,  ruede  Penthievrt-  75008  PARIS 
Tel  265  57  63  -  Telex  DROUOT  270906 


BIGGS 

of 

MAIDENHEAD 
(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


An  early  1  9th  century  drinking  table  of 

semi-circular  outline  in  two  parts, 
complete  with  swinging  brass  decanter 
arm  and  three  Georgian  cut  glass  decanters 
in  red  papier  mache  coasters. 
Height  30"  (76  cm),  depth  1 3f"  (35  cm), 
length  of  decanter  arm  33  (84  cm). 

Special  Exhibition,  7th,  9th  to  14th  May, 
11. 00a.m.  to  7. 00p.m. 

Open  Tuesday  to  Saturday.  Closed  Monday. 
Hare  Hatch  Grange.  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  328 1 
(Leave  M4  at  Junction  No.  9) 
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.  VXXASY  dio  Kunst  di£K[ 


Hist 


die  Kunst 

unci  das  schone  Heim 


is  publishing  articles 
on  history  of  art  for  a 
better  understanding  o  f  Old 
Masters'  works;  contributions 
and  discussions  on  modern  art. 


die  Kunst 

unci  das  schone  Heim 


carries  the  latest  news  from  the  art  market: 
auctions -exhibitions- fairs  and  museums.  Reviews. 


die  Kunst 

und  das  schone  Heim  


is  dealing  with  all  kinds  of  creative  activity  in  art:  paint- 
ing-sculpture-graphic art  -  architecture  and  interior  design. 


die  Kunst 

und  das  schone  Heim 


is  the  oldest  German  art  journal  (founded  in  188  5 )  offering  in  each  issue  most 
interesting,  engaging  and  informative  features,  i.e.  "international  art  scene" . 


die  Kunst 

unci  das  schone  Heim 


comes  out  monthly  with  detailed  summaries  in  English. 


Subscription  rate  for  one  year  (12  issues)  DM  96.- 
plus  postage 

Published  by 

VERLAG  KARL  THIEMIG 
P.  O.  Box  90  07  40 
D-8000  Miinchen  90 
West-Germany 


Please  send  me 
a  free  sample  copy  □ 
annual  subscription  □ 
»Die  Kunst  und  das  schone  Heim« 


Name 


Address 


INNENEINRICHTUNGEN 
UND  ANTIQUITATEN 


I  BERLIN  30  EINEMSTRASSE  12  TELEFON  261  36  07  .  261  54  41 
28  BREMEN  AM  WALL  153  /156  TELEFON  32  30  32 


Jan  van  Goyen 

Poet  of the  Dutch  Landscape 


View  near  Dordrecht  Fitzwilliam  Museum,  Cambridge 

Paintings  from  Museums  and  Private  Collections 
in  Great  Britain 

20  April  —  25  May  1977 

ALAN  JACOBS  GALLERY 

15  Motcomb  Street,  Belgrave  Square,  London  swi 
Telephone  01-235  5944 
Open  10—6  every  day,  including  Sunday 

Fully  illustrated  catalogue  £3 

(Proceeds  to  the  Queen's  Silver  Jubilee  Appeal) 


The  last  thing  we  want  to  do 
is  ship  your  antiques. 

The  Michael  Davis  Company  has  been  shipping 
antiques  for  years. 

In  1976  we  transported  more  than  £10  million 
worth  from  the  U.K.  alone. 

We  don't,  however,  see  our  job  just  as  shippers. 

Michael  Davis  is  also  in  business  to  help  our 
clients  find  antiques  to  ship. 

So  we  have  luxury  apartments  in  Central 
London  where  you  can  stay. 

We  can  provide  you  with  a  list  of  dealers  in  your 
specialist  field. 

Or  we  can  let  you  have  a  car  and  a  personal 
guide  to  show  you  round  Britain's  10,000  scattered  antique 
dealers. 

And  all  because  the  last  thing  we  want  to  do  is 
ship  your  antiques  home  for  you-right  to  your  door. 

Find  out  more.  Send  the  coupon  to 
Michael  Davis  (Shipping)  Limited,  111  Mortlake  Road,  Kew, 
Richmond,  Surrey  TW9  4AU.  Telephone  01-876  0434 
(day),  01-878  3377  (night)  or  4725  Alia  Road,  Marina  Del 
Ray,  Los  Angeles,  California  90291.  Telephone  (213) 
822  5046. 


r 


MICHAEL  DAVIS 


we  ship  antiques  safely. 


"I 


Name. 


Address . 


I 

J  rj  Commercial 
Q  Moving  household 


□  Private 

(Please  tick  appropriate  box) 
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THE  MOST  OUTSTANDING 
JUBILEE  COMMEMORATIVE  i 

Collectors'  Commemoratives  Limited  are  proud 
to  announce  a  strictly  limited  edition  of  250 
magnificent  salt-glazed  Bellarmine  jugs,  each  one 
individually  hand  thrown  by  Anthony  Morris,  the 
most  brilliant  exponent  of  salt-glaze  ware  in 
the  world. 

Anthony  Morris  has  recreated  the  famous  Bellarmine 
jug  to  commemorate  the  Silver  Jubilee  of 
Her  Majesty  Queen  Elizabeth  II  believing  that  the 
original  and  finest  Bellarmines  represent  the  most 
outstanding  examples  in  the  history  of  salt-glaze 
stoneware. 

The  Bellarminejug  (named  after  a  Cardinal  Bellarmine  and 
bearing  his  mask  in  effigy  on  the  spout)  were  made  in  Germany 
for  the  English  market  and  the  finest  of  these  wine  jugs  often 
bore  the  Royal  Coat  of  Arms. 

Anthony  Morris  has  studied  Bellarmines  in  the  museums  of  Britain, 
Germany  and  the  Low  Countries  and  has  based  his  recreation  on  a 
superb  Elizabethan  jug  in  the  Victoria  &  Albert  Museum  substituting 
an  updated  version  of  the  Royal  Coat  of  Arms  for  those  of  the  first 
Elizabeth.  This  Bellarmine  is  quite  the  most  magnificent  piece  of  salt-glaze  wear  produced  this  century  and  will  undoubtedly  become  a 
sought  after  Collectors'  item  in  its  own  right.  Made  by  a  New  Zealander  and  based  as  it  is  on  a  fruitful  European  trading  link  it  is 
a  particularly  appropriate  commemorative  of  the  Silver  Jubilee  of  the  second  Elizabeth. 

This  heavy  jug  stands  some  13+  inches  high  and  each  jug  is  individually  thrown,  no  two  are  completely  alike  but  each  jug  will  be 

individually  numbered  and  will  come  with  a  signed  certificate  of  authenticity.  The  price,  including  package  and  delivery  within  the 

UK  is  £225  or,  overseas  £235.  Collectors'  Commemoratives  will  give  a  donation  to  the  Jubilee  Fund  for  each  jug  sold. 

Please  fill  in  the  coupon  below  and  your  Bellarmine  will  be  dispatched  to  you  within  6  weeks.  Applications  will  be  dealt  with  in  strict 

rotation  and  all  monies  received  after  the  edition  is  fully  subscribed  will  be  returned  immediately. 

Cheques  should  be  made  payable  to  Collectors'  Commemoratives  Limited. 

The  jug  may  be  inspected  at:  Jellinek  and  Sampson,  156  Brompton  Road,  London  S.W.3.  or  J.  &  J.  May,  40  Kensington  Church  Street, 
London  W. 8. 


Please  send  your  remittance  to : 
Collectors'  Commemoratives  Limited 
40  Charterhouse  Square,  London  EC1 
Telephone:  01-248  6951  Ext.  48 


VAT  NO. 
234  690459 


There  are  two  common  methods  of  limiting  editions;  by 
preannounced number  or  by  limited  offering  periods.  This  edition  is 
limited  by  the  former  method  to  250. 


U.K.  and  world  wide  price  £235  or  S399  post  free. 
I  enclose  my  cheque  to  Collectors'  Commemoratives  Ltd.,  in  the  sum  of . 

Name   Address  


Si 


LANGLOIS 

AUCTIONEERS  ■  ESTATE  AGENTS  •  VALUERS 
JERSEY  CHANNEL  ISLANDS 


will  sell  in  their  auction  rooms,  Don  Street,  St.  Helier 
On  Thursday  19th  May  1977  at  10  a.m. : 

Bric-a-brac,  Oriental  bric-a-brac,  European  and  Oriental  china  and  statuary, 

including  an  important  Graeco-Roman  torso,  an  Art  Deco  figure  by 

Schmiedt,  and  an  Art  Nouveau  bronze  by  A.  Bouraine.  265  lots. 

On  Thursday  19th  May  1977  at  2.30  p.m.: 

Oil  paintings,  watercolours,  engravings,  books,  maps,  metalware, 

miniatures,  including  six  19th  century  Chinese  oil  paintings,  a  15th  century 

Tibetan  thanka.  300  lots. 

On  Friday  20th  May  1977  at  10  a.m. : 

Silver,  jewellery,  coins,  watches,  musical  instruments  and  glass,  including  a 
17th  century  Italian  chiteroni  and  a  17th  century  guitar.  300  lots. 
On  Friday  20th  May  1977  at  2.30  p.m.: 

Fine  English  17th,  1 8th  and  19th  century  furniture,  Spanish  furniture  of  the 
1 6th,  17th  and  18th  centuries,  French  Provincial  furniture.  Oriental  carpets 
and  rugs;  including  a  George  I  walnut  cabinet,  a  German  18th  century 
ebonised  and  tortoiseshell  cabinet,  a  16th  century  Spanish  walnut  refectory 
table,  a  1 6th  century  Spanish  walnut  coffer,  a  17th  century  Italian  cabinet 
with  a  four  octave  organ  keyboard,  and  a  Kashan  silk  carpet.  295  lots. 

On  view  three  days  preceding  sale. 

Catalogue  £2  post  free  (40  illustrations). 


A  55"  wide  Regency  rosewood  chiffonier. 


LANGLOIS  LIMITED 

Auctioneers  and  Valuers    Don  Street    Jersey  C.I. 


Telephone: 
Jersey  22441 


Telex : 
Langlois  4134J 


Telegrams : 
Estonl  Jersey 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


Pair  of  Scent  Bottles  with  Portrait  Intaglios  of  William  IV 
and  Adelaide 
Signed  Pellatt  &  Co  Patent 


6.  7  &■  8  BORINGDON  VILLAS  PLYMPTON 
PLYMOUTH.  DEVON 
Plymouth  337952 


From  the  1 3th  of  May  to  the  30th  of  June 


Weekdays  9  a  m  to  6  p.m..  Saturday  10  a.m.  to  6  p.m. 
Closed  Sunday  &  holidays 


0 


Societe  Generale  de  Banque 
Generale  Bankmaatschappij 

29  RUE  RAVENSTEIN       B  -  1000  BRUSSELS 
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The  Fine  Art 


HE  LARGEST  QUALITY  ANTIQUES  FAIR  IN  BRITAIN. 


Each  year  the  Fine  Art  and  Antiques 
*  gains  in  stature.  The  standard  of  exhibits 
)roves,  the  variety  of  antiques  widens  and 
number  of  stands  and  volume  of  business 
•eases  —  there  were  1 30  stands  last  year. 

For  both  dealer  and  collector  the  Fair 
vides  a  unique  opportunity  to  keep  a 
;er  on  the  pulse  of  the  antique  market— to 
nd  a  relaxing  day  in  elegant  spacious 
roundings,  viewing  and  buying,  making 
/  contacts  and  renewing  old  ones. 

There  are  auctions  on  the  10th,  13th, 


14th  and  1 5th  and  some  of  the  private 
treasures  of  the  Royal  Academy  provide  a 
fascinating  central  feature. 

With  the  Jubilee  celebrations  reaching 
their  climax  and  other  important  events  in 
the  antiques  world  taking  place,  this  is 
undoubtedly  the  time  to  visit  London. 
Make  a  point  of  visiting  the  Fair 
The  Fair  is  open  from  3pm  to  8pm  on 
Thursday  9th  June,  and  1  lam  to  8pm  on  all 
other  days,  excluding  Sunday.  It  will  close  at 
4pm  on  the  final  day. 


lympia  946  June  1977 


Friday,  May  13 

Fine  Victorian  Pictures 

The  Properties  of  Mrs.  D.  H.  W.  Asquith,  Sold  by  Order  of  the  Executors  of  the 
late  J.  N.  Bryson,  The  Lewes  Constitutional  Club  and  others. 


James  Jacques  Tissot :  Waiting  for  the  boat,  signed,  on  panel. 
10  in.  by  14  in.  (25.4  cm.  by  36.6  cm.). 


Lord  Leighton.  PR. A. :  Study  for  Cimabue*s  Madonna  in  procession  through  Florence. 
1 1 J  in.  by  25|  in.  (29.2  cm.  by  65.3  cm.). 

Catalogue  (64  illustrations)  £2-80  ($5)  post  paid 
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Tuesday,  May  24  at  10.30  a.m. 

Miniatures  and  Objects  of  Vertu 


Collection  of  Russian  enamelled  spoons,  and  French  Viennese  miniature  writing-cabinet,  inset  with  enamel 

spoon  with  scrolling  stem.  plaques,  19th  century,  10|  in.  (27.5  cm.)  wide. 


Catalogue  (21  plates)  80p($l-50)  post  paid 


Wednesday,  May  25 

Important  Jewels 

The  Properties  of  The  Late  Lady  Leconfield,  The  Trustees  of  the  late  Dowager 

Lady  Moreton  and  others. 


0 


/Sat 

w 

am 

J* 


* 

1%^ 


Diamond  necklace;  pair  of  antique  diamond  pear-shaped  earrings;  pair  of  pearl  and  diamond  earrings  and 

an  antique  cluster  ring. 

Catalogue  ( 23  plates,  including  1  in  colour)  £1  ( $2)  post  paid 
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FORTHCOMING  SALES  IN  NEW  YORK 

Monday,  May  16  at  8  p.m. 
Important  Impressionist  and  Modern  Paintings. 

From  the  collection  of  Mr.  and  Mrs.  Sydney  R.  Barlow. 

To  be  followed  immediately  by 

Impressionist  and  Modern  Paintings. 

The  Properties  of  Irving  Mitchell  Felt  and  others. 

Tuesday,  May  17  at  11  a.m. 
Impressionist  and  Modern  Paintings,  Drawings  and  Sculpture. 

The  Properties  of  Irving  Mitchell  Felt.  Benny  Goodman,  Paul  Laurent,  The 
Gabriele  Munter  and  Johannes  Eichner  Foundation,  Munich  and  others. 

Friday,  May  20  at  10.30  a.m. 
Important  Jewels 

Tuesday,  May  24  at  11  a.m.  and  2.30  p.m. 
Fine  American  and  English  Silver 

Wednesday,  May  25  at  10.30  a.m. 
Pre-Columbian  Art 

Thursday,  May  26  at  10.30  a.m. 
Fine  19th  Century  European  Paintings 

Thursday,  May  26  at  8  p.m. 
Highly  Important  Natural  History  Books  and  Autographs. 

The  Properties  of  the  heirs  of  Grace  Phillips  Johnson,  Deerfield  Academy, 
The  Grolier  Club  of  New  York  and  others 

Tuesday,  June  14  at  10.30  a.m. 
Important  Chinese  Jades  and  other  Hardstone  Carvings 

From  the  estate  of  the  late  Margaret  Dunlap  Behn  sold  by  order  of  the  Beneficiaries 

Wednesday,  June  15  at  10.30  a.m. 
Important  Old  Master  Paintings. 

The  Properties  of  Benny  Goodman  and  others 


Christie's  standard  charge  to  the  seller  will  be  a  commission  of  10  per  cent  in  addition  to  the  10  per  cent 
premium  paid  by  the  buyer  as  part  of  the  purchase  price. 


Christie's 


in  New  York 


Monday,  May  16  at  8  p.m. 

Important  Impressionist  and  Modern  Paintings 


Paul  Cezanne: 
L'Aqueduc  du  Canal  de  Verdcn  au  Nord  d'Aix, 
painted  1882/83, 
23i  in.  by  28|  in.  (59  cm.  by  73  cm.). 
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Vincent  van  Gogh: 
La  fin  de  la  Journee  (d'Apres  Millet) 
28^  in.  by  37  in.  (72  cm.  by  94  cm.). 


Illustrated  catalogue  £5  ($10)  post  paid 


«9 


Christie's 


Tuesday,  May  24  at  11  a.m.  and  2.30  p.m. 

Fine  American  and  English  Silver 


Two  of  four  George  IV  candlesticks,  by  Cradock  and  Reid.  Meat  dish,  by  D.  Scott  and  B.  Smith.  1 806.  the  cover  by 

1824,  1 1  in.  (27.9  cm.)  high.  B.  Smith.  1807.  the  finial  by  Paul  Storr. 

23^  m-  (60.2  cm.)  long. 

Illustrated  catalogue  £3.50  ($6)  post  paid 
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Christie's  ^MsK&F  in  New  York 

Wednesday,  May  25  at  10.30  a.m. 

West  Mexican  Shaft  Tomb  Figures  and  other  Pre-Columbian 
Works  of  Art  from  the  Millard  Sheets  Collection 


Colima  redware  jar,  on  parrot  feet,  protoclassic, 
c.  100  B.C.-A.D.  250,  14  in.  (35.5  cm.)  wide. 


Colima  figure  of  a  dog,  protoclassic, 
c.  100  B.C.-A.D.  250,  17£  in.  (45.5  cm.)  long. 


Colima  curled  dog  vessel,  protoclassic, 
c.  100  B.C.-A.D.  250,  1  1  in.  (27.9  cm.)  wide. 


Casas  Grandes  pear-shaped  vase.  Chihuahua, 
c.  A.D.  1000-1 500,  8  in.  (20  cm.)  high. 


Illustrated  catalogue  £3  ( $5)  post  paid 


9' 


Christie's 


in  New  York 


Thursday,  May  26  at  8  p.m. 

Highly  Important  Natural  History  Books  and  Autographs 

The  Properties  of  the  heirs  of  Grace  Phillips  Johnson,  Deerfield  Academy, 
The  Grolier  Club  of  New  York  and  others. 
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John  James  Audubon :  My  Style  of 
Draw  ing  Birds,  the  original  manuscript. 
3  pages,  folio,  approx.  1500  words. 


Edward  S.  Curtis:  The  North  American 
Indian,  20  vols.,  4to,  and  20  portfolios. 

one  of  approx.  25  copies  w  ith  the 
photographs  printed  on  Japanese  tissue, 
Cambridge.  Mass.,  1907-1930. 


Hooping  Crane  Barn  Owl 

From  John  James  Audubon's  Birds  of  America.  436  coloured  plates,  4  vols.,  double  elephant  folio. 

London  1827  1838. 


Illustrated  catalogue  £5  ($10)  post  paid 
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Christie's 


in  New  York 


Wednesday,  June  15  at  10.30  a.m. 

Important  Old  Master  Paintings 


The  Properties  of  Benny  Goodman  and  others. 


Francesco  Zaganelli:  The  Holy  Family  with  the  infant  Saint  John  the  Baptist, 
on  panel,  19|  in.  by  \6\  in.  (50  cm.  by  41.5  cm.). 


Nicolas  de  Quade  van  Ravesteyn:  Cavalry  encampment,  signed  and  dated  1634. 
on  panel,  21^  in.  by  32^  in.  (54.5  cm.  by  83  cm.). 


Alessandro  Magnasco:  Stormy  landscape,  49+  in.  by  35|  in. 
(125.5  cm.  by  90.5  cm.). 

Illustrated  catalogue  £3.50  ($6)  post  paid. 
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Christie's  *n  New  York 

Tuesday,  June  14  at  10.30  a.m. 

Important  Chinese  Jades  and  other  Hardstone  Carvings 

The  Properties  of  the  Estate  of  Margaret  Dunlap  Behn,  sold  by  order  of  the 

Beneficiaries  and  others. 


Large  pale  and  emerald  green  jade  carving  of  Kuan  Yin,  seated  on  a  Buddhistic  lion, 

15  in.  (38  cm.)  high. 

Illustrated  catalogue  £3  ($5)  post  paid. 


Christie,  Manson  &  Woods  International  Inc.,  502s  Park  Avenue,  New  York.  N.Y.  10022,  Tel:  (212)  826  2888. 
Cables:  Chriswoods,  New  York.  International  Telex:  New  York  620721.  Domestic  Telex:  New  York  710  5812325 

8  King  Street,  St.  James's,  London  swi  Y  6QT 

Telegrams:  Christian  London  SWI     Telephone:  (01)  839  9060    Telex:  916429 


Gold  brooch  with  pearl  pendant,  containing  a  cut  coral,  bearing  the  portrait  ot  General  Hans  Joachim  von  Ziethen.  Frederick  the 
Great's  celebrated  cavalry  commander  and  companion 

8210  Prien  am  Chiemsee,  Harrasser  Strasse  64,  Haus  Seeleiten  (West  Germany). 


ships  decanter  from  the 
Bristol  Glass  Collection  by 
THOS.  WEBB 

Ship's  Decanter,  just  one  of  the  fine  pieces  available  in 
the  traditional  colours  of  Bristol  Blue,  Lustrous  Dark 
Green  and  Glowing  Amethyst  Write  for  details  of  the 
full  range  to, 


Coffee  Table  by  Diego  Giacometti.  Bronze,  mottled  brown  and 
green  patina.  24  x  2()'/2  x  17  in.  (61  x  52  x  43  cm.i 


Fine  antique  furniture,  paintings  and  art  objects. 
Member  of  (he  Appraisers  Association  of  America 

Salander  Galleries ,  Inc. 


THOS.  WEBB  &  SONS,  32  33  HATTON  GARDEN. 
DGlTlA   10N00N  EC1N  8DT  Tel  01-405  081  1. 


J92  Danburv  Road 
Wilton,  Corin.  06897 
1 20.1 1762-0616  762-2062  p.m. 
by  appointment 


831  Madison  Avenue 
New  York,  N.Y.  10021 
(212)879-6606 
Tues.-Sat.  11-5:00 
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Selection  from  our  forthcoming  auction 

May,  23/24,1977 


ra 


Kirchner.  Blumenbeete,  Ol  1906 
49,5  x  70  cm 


Jawlensky.  Gelbes  Haus,  Ol 
33  x  40,5  cm 


CATALOGUE  AVAILABLE 
(US  $  15.-  incl.  airmail  postage) 


Galerie  Wolfgang  Ketterer,  Munchen 

PrinzregentenstraBe  60  •  8000  Munchen  80 


Klee.  Instrumente,  Gouache 
27  x  37  cm 


Campendonk.  Akt  Denis.  Les  enfants,  Ol  1892 

mit  Ziegen,  Ol  1919  20,5x24,7  cm 

93,5  x  53  cm 


Nay,  Lofotenlandschaft,  Ol  1938 
78  x  103  cm 


Jawlensky.  Variation, 
Ol  1916,  36,4x27  cm 


Munter.  Blick  auf  den  Karwendel, 
Ol  1928,  58,5x71  cm 


Nay.  Angler,  Ol  1 938,  78  x  1 04  cm 


Galerie  Wolfgang  Ketterer,  Munchen 

PrinzregentenstraBe  60  ■  8000  Munchen  80 


Pechstein.  Der  Kunstler  Pechstein.  Selbstbildnis 

und  seine  Familie,  Ol  (Ruckseite)  mit  Pfeife,  Ol  1923 

(Vorderseite),  1 14  x  93  cm 


Galerie  Wolfgang  Ketterer,  Munchen 

PrinzregentenstralBe  60  ■  8000  Munchen  80 


Renoir.  Petite  fille,  Aquarell 
14,5  x  19,7  cm 


Roussel.  Venus  et  les  pigeons,  Ol 
106,5  x  159  cm 


Corot.  St.  L6,  Ol 
30  x  50  cm 


Signac.  Antibes,  Aquarell  1910 
30,2  x  42  cm 


Selection  from  our  stock,  prices  on  request. 


Renoir.  Christine  Serolle, 

Ol 1897 

98,5  x  54,5  cm 


Cross.  Pointe  de  la  Galere,  Ol  1891/92 
65  x  92  cm 


Munch.  Landschaft  mit 
Gehdft,  Ol  urn  1920 
119,7  x  100  cm 


•  A 


Guillaumin.  Moulin  a  Vent,  Ol  urn  1904 
54,6  x  67  cm 


Galerie  Wolfgang  Ketterer,  Munchen 

PrinzregentenstraBe  60  ■  8000  Munchen  80 


A  Memorial  Exhibition 
f  Works  by  Edward  Burra  190^-1 

19th  May— 2nd  July  1977 


'DESSERT',  1928.  WATERCOLOUR.  2 }  X  1  8|  inches  (  c8-j x  47-c  cm). 


LEFEVRE 

SPECIALISTS  IN  FINE  XIX  &  XX  CENTURY 
PAINTINGS,  DRAWINGS  AND  BRONZES. 
ALEX  REID  &  LEFEVRE  LTD. 
30  BRUTON  STREET,  LONDON  WiX  8JD,  ENGLAND. 

TELEPHONE  01-49?  1 172/3. 
CABLES  DRAWINGS  LONDON  Wi. 


Low  Vendors7 
Commission 

No  Buyers7 
Premium 


Sellers  find  Buyers 

at 


Phillips 


the  International  Auction  People. 

7  Blenheim  Street, New  Bond  Street,  London. W1Y  OAS.  Telephone:  01-629  6602 
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ESTABLISHED  1865 

14  Grafton  Street,  London  W.i. 


TELEPHONE:  493  1141/2/3 


Photographed  approximately  three  quarters  of  actual  size. 


Length  i/i",  diameter 


Gentlemen  who  find  themselves  Inconvenienced  by  the  slow 
Passage  of  their  Wine  and  Port  at  the  Dinner  table  may  care 
to  Note  that  an  Opportunity  has  arisen  by  which  this  Disad- 
vantage may  wholly  be  avoided.  By  kind  permission  of  the  Duke 
of  Wellington  a  small  Private  Edition  of  his  personal  Wine 
Coaster  is  now  Available.  It  corresponds  in  every  Proper  respect 
with  the  original,  devised  by  his  Late  Majesty  King  George  IV 
for  his  own  table,  and  which  His  Majesty  presented  to  the  First 
Duke.  Magnificently  adorned  with  the  Battle  medals  which  serve 
as  a  reminder  of  the  Downfall  of  Napoleon,  and  thence  of  all 
Tyrants,  and  set  upon  four  elegant  Wheels,  the  Wellington 
Coaster  arouses  two  of  the  most  Agreeable  Emotions  which  any 
man  could  wish  to  observe  in  his  guests:  Pride  in  their  Country 
combined  in  equal  measure  with  Admiration  for  their  Host.  ( )nlv 
50  are  to  be  produced  in  solid  sterling  silver,  and  a  Price  of  £1,500 
most  Generously  agreed. 

The  Wellington  Collection  44-45  Museum  Street  London  WCi  Tel.  01-242  3933 
Registered  in  Hngland  No.  2020282 


Advance  Application  to 
THE  WELLINGTON  COLLECTION 
44-45  Museum  Street  London  WC 1  Telephone  01 -242  3933 

Please  register  my  application  for  the  Wellington  Coaster  in  a  limited  edition 
of  250  only  of  which  a  maximum  of  50  may  be  in  solid  sterling  silver  and  the 
balance  in  silver  or  gold  plate. 

nl  should  like  to  obtain  a  Coaster  in  solid  sterling  silver  and  enclose  my 
cheque  for  £1,500  in  full  payment/a  deposit  of  £300. 

□ I  should  like  to  obtain  a  Coaster  in  silver/gold  plate  and  enclose  my 
cheque  for  £495  in  full  payment/a  deposit  of  £100. 
Please  invoice  me  for  the  balance  on  notification  of  delivery.  I  understand 
these  prices  include  VAT  on  current  rates. 


N  Wtl 


ADDRESS 


TC5  77 


Superb  Louis  XVI  Poudreuse,  about  1780 
Palisander  with  maple,  rosewood  and 
fruitwood  marquetry. 
Original  brass  mountings. 
Centrally  locked. 

Rectangular  triparted  top,  the  centre  part 
folding  back  revealing  a  mirror  within. 
Height:  75  cm 
Depth:  53,5  cm 
Breadth:  90  cm 
. 

Literature: 

A  structurally  similar  piece  illustrated 
in  Georg  Himmelheber,  Klassizismus, 
Historismus,  Jugendstil,  Volume  3  of 
Heinrich  Kreisel  (publ.).  Die  Kunst  des 
Deutschen  Mdbels,  Munich  1973, 
Illustration  181. 


International  fine  art  trade 


SchloB  Ricklingen/3008  Garbsen  5  • 
Telefon:  (05031)  71066  •  Telex:  09-23651  ■  5  kms  from  the  western  edge  of  the  City  of  Hanover/Autobahn  exit  "Raststatte  Garbsen" 
Hours  of  business:  tuesdays  -  fridays:  10  a.  m.  till  6.30  p  m.  ■  Saturdays:  10  a  m  till  4pm-  mondays  closed 


A  duet  in  graceful  balance 
with  yesterday  and  today. 


H.  M.  Poliner  Antiques 

2075  S. Federal  Highway,  Ft. Lauderdale,  FL33316  (3Q5)5Z3-4633 


JULIUS- 
BOHLER 
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The  Adoration  of  the  Magi, 
by  Johann  Christian  Winch 
{Eiehstatt  1738 -Munich  1797), 
on  canvas,  35,2x27,2  cm. 
Fully  signed  and  dated  1772. 


BRIENNER  STRASSE  25 
8000  MUNICH  2,  WEST  GERMAIN 
Tel:  (089)  55  52  29  Telegrams:  Paintii 


Sothebyfc 

AENTttORE 

Buckinghamshire.  England 

The  Contents  Of  Mentmore  Are  To  Be  Sold 
In  Eighteen  Sessions  On  Behalf  Of  The  Executors 
Of  The  6th  Earl  Of  Rosebery  And  His  Family 

Wednesday  lSth  May  to  Friday  27th  May  (excluding  Sunday  22nd  May)  1977 

Viewing  : 

Special  Charity  view  for  the  benefit  of  the  Family  Service  Units,  by  kind  permission  of  the  Earl  of  Rosebery : 

10th  and  1  ith  May  from  10am  to  8pm  (last  admissions  7pm) 
Admission  £3  (children  £2) 

Public  view:  13th,  14th,  15th  and  16th  May  from  10am  to  5pm 
In  addition  all  lots  may  be  viewed  on  the  day  immediately  preceding  their  sale  with  the  exception  of  the  iHth  ?nd  23rd  May 
auctions  when  the  items  may  be  viewed  two  days  before  sale.  The  property  contained  in  Volume  V,  the  General  Contents  of  the 

House,  will  be  on  view  on  all  sale  days 

Admission  to  the  public  view  and  auctions  is  by  catalogue  only 

Catalogues: 

in  five  volumes  (over  1,200  illustrations,  including  200  in  colour) 

Vol.  I    French  and  Continental  Furniture  £8 

Vol  II    Works  of  Art,  Silver  and  Silver  Gilt  £8 

Vol.  Ill    Pottery  and  Porcelain  £5 

Vol.  IV    Old  Master,  Eighteenth  and  Nineteenth  Century  Paintings, 
Drawings,  Watercolours  and  Prints  £6 

Vol.  V    General  Contents  of  the  House  £3 

The  set  £30  (by  post  £32.25  inland,  £34.50  overseas) 
Postage  extra  for  individual  catalogues:  inland  jsp,  overseas  £1.50 

For  general  information  about  the  sales,  or  to  order  catalogues, 
telephone  or  write  to  the  Catalogue  Subscription  Department. 

For  detailed  information  about  the  lots  in  the  sales 
contact  the  appropriate  specialist  department. 

Sotheby  Parke  Bernet  &  Co., 

34-35  New  Bond  Street,  London  WiA  2AA 
Telephone:  01-493  8080     Telegrams:  Abinitio,  London     Telex:  London  24454 
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Sothebyfc 

AENTttORE 

buckinghamshire.  England 

Vol.  I 

FRENCH  and  CONTINENTAL  FURNITURE 

and  TAPESTRIES 

Wednesday  18th,  Thursday  19th  and  Friday  20th  May  at  nam 
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Sothebyfc 

Went/tore 

BocXinghamshirc  England 

Vol.  II 

WORKS  OF  ART  and  SILVER 

Wednesday  1 8th,  Thursday  19th,  Friday  20th  at  3pm  and  Monday  23rd  May  at  1  iam  and  3pm 


An  unusual  North  German  amber  bowl  and  cover,  mid-i7th  century,  3 1  cm.  wide,  12.5  cm.  high 


Sothebyfc 

ftENTftORE 

Boddnghamshirc  England 

Vol.  Ill 

POTTERY  and  PORCELAIN 

Tuesday  24th  May  at  nam  and  3pm 


A  Sevres  milk-pail  made  for  Mane  Antoinette's  dairy  at  Rambouillet,  1788,  48.5  cm. 
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Sothebyfc 

ftENTttORE 

buckinghamshiic  England 

Vol.  IV 

PAINTINGS,  DRAWINGS  and  PRINTS 

Wednesday  25th  at  1  iam  and  3pm  and  Thursday  26th  May  at  3pm 


Jotunn  Zoffany,  R.A.,  The  Plundering  of  the  King's  Cellar. 
Paris,  10th  August  1792,  99  by  127  cm. 


Vol.  V 

GENERAL  CONTENTS  OF  THE  HOUSE 

Saturday  21st,  at  nam  and  3pm,  Thursday  26th  at  1  iam  and  Friday  27th  May  at  1  iam  and  3pm 


Sotheby  Mak  vanWaay  BXf  Amsterdam 

102  Rokin,  Amsterdam  C    Telephone:  (20)  24  62  15  and  (20)  24  62  16    Telegrams:  Abinitio,  Amsterdam    Telex:  13267 

Thursday  9th  June,  1977,  at  19.30  hours 

THE  COLLECTION  OF  OLD  MASTER  PAINTINGS 
FORMED  BY  THE  LATE  DR.  HANS  WETZLAR 

to  be  sold  in  the  Round  Lutheran  Church,  Kattegat  I,  Amsterdam  C 

Catalogue  number  277 


Jacob  Jordaens,  Meleager  and  Atalanla.  on  panel,  73  by  98  cm. 

A  SELECTION  OF  THE  PAINTINGS  WILL  BE  ON  VIEW  AT  SOTHEBY'S  GALLERIES  IN: 
Munich,  Odeonsplatz  16:  Friday  29th  April  to  Friday  13th  May 
Brussels,  32  Rue  de  l'Abbaye:  Monday  9th  May  to  Wednesday  18th  May 
London,  34-35  New  Bond  Street:  Tuesday  10th  May  to  Tuesday  17th  May 


The  entire  Collection  will  be  on  view  in  Amsterdam  at  Nes  73-87,  Amsterdam  C  from  Tuesday  3 1st  May  to 

Wednesday  8thjune 
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Sotheby  Mak  vanWaay  BXT Amsterdam 

Rokin,  Amsterdam  C    Telephone:  (20)  24  62  15  and  (20)  24  62  16     Telegrams:  Abinitio,  Amsterdam     Telex:  12367 

Thursday  9thjune,  1977,  at  19-30  hours 


Announcing  the  formation  of 

Sotheby  Parke  Bernet  Stamp  Auction  Co 

Andrew  Levitt,  President     158  Deer  Hill  Avenue,  Danbury,  Connecticut  068 10  Telephone:  (203)  743  4458 


PHILATELIC  AUCTIONS  OF  THE  HIGHEST  CALIBER 
WILL  BE  HELD  ON  A  REGULAR  BASIS  AT 
Sotheby  Parke  Bernet  Inc. 

980  Madison  Avenue,  New  York  10021 


Sc.  no.  245 


Sc.  no.  39 


Sc.  no.  16 


Sc.  no.  17 


OUR  FIRST  AUCTION: 

Wednesday  25th  May,  1977,  at  1.30pm 

An  offering  of  outstanding  United  States  19th 
century  stamps  including  a  portion  of  the  Mr  and 
Mrs  Alvin  R.  Kantor  Collection 
On  view  Tuesday  24th  May  from  10am  to  5pm  and 
following  day ,  from  10am  to  lpm 

Illustrated  catalogue  S  ;  by  mail,  order  by  sale  no.  i<)t)t<  with  cheque  enclosed  10 
Department  CON 


OUR  SECOND  AUCTION: 

Wednesday  22nd  June  and  following  day  at  1.30pm 
includes  United  States,  Great  Britain  and 
Commonwealth  and  General  Foreign  Philately; 
from  various  collections  including  a  portion  of 
the  Peter  G.  DuPuy  United  States  Gold  Medal 
Columbian  Exposition  Collection,  F.  Martin 
World-Wide  Collection, 
and  the  World-Wide  Collection  to  be 
sold  by  order  of 

The  Maryland  Historical  Society 


We  are  now  accepting  consignments  for  our  future  auctions,  comprising: 

Postal  History  ■  Classic  Canadian  ■  United  States 

General  Foreign 


For  appraisals  (tax,  estate  or  insurance  purposes)  or  consultation  regarding  sale  of 
property  through  our  auctions,  please  telephone  or  write  to  Mr  Andrew  Levitt 
at  the  Connecticut  address  above  or  at  Sotheby  Parke  Bernet  Inc., 
Telephone:  (212)  472  3433 

Sotheby  Parke  Bernet  do  not  charge  a  buyers  premium  at  their  sales,  in  America 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N  Y.  10021     Telephone  :  (m)  472  3400    Telegrams  :  Parkgai,  New  York    Telex  :  New  York  232643 

Friday  3rd  June,  1977,  at  2pm 

FINE  ORIENTAL  RUGS  AND  CARPETS 

including  a  large  collection  of  animal  trappings;  important  silk  Kashans,  Heriz,  Tabriz  and  Hereke;  embossed  Kashans 
and  Souf  Kashans;  pictorial  and  signature;  wood  Caucasians  and  Turkomans;  and  a  fine  collection  of  Sarouks,  Tabriz, 

Kashans  and  Heriz  carpets 

On  view  from  Friday  27th  May 


s  iifi ill  3 


m 


mi 


mi 


«3 


Sr#f 


A  tine  Souf  Kashan  rug.  approximately  1.827  by  1.220  metres 


Illustrated  catalogue  $7  by  mail,  order  by  sale  no.  4002  with  cheque  or  bank  draft  denominated  in  U.S.  dollars  only  to  Department  CON 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036, 
Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  W  1 A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels, 
Buenos  Aires.  Dublin,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monte  Carlo.  Munich,  Palm  Beach, 
Pans,  Rio  dejaneiro,  San  Francisco,  Stockholm,  Toronto,  Virginia  and  Zurich 


Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone  :  (212)  472  3400    Telegrams  :  Parkgal,  New  York    Telex  :  New  York  232643 

Saturday  21st  May,  1977,  at  10.15am  and  2pm 

EGYPTIAN,  NEAR  EASTERN,  CLASSICAL  and 
ISLAMIC  ANTIQUITIES 

including  an  important  collection  of  Roman  lead-glazed  pottery  from  the  Collection  of  the  late 

Fahim  Kouchakji,  New  York 

An  important  Isnik  blue-and-white  dish,  decorated  with  arabesques,  16th  century 

Fine  ancient  bronzes  from  the  Collection  of  the  late  Greta  S.  Heckett,  Pittsburgh,  Pennsylvania 

On  view  from  Saturday  14th  May 


A  Roman  green-glazed  skyphos,  c.  1st  century  B.C.,  17.7  cm.  diameter 
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Sotheby  Parke  Bernet  newyork 

y8o  Madison  Avenue,  New  York,  N.Y.  10021     Telephone  :  (212)  472  3400    Telegrams  :  Parkgal,  New  York     Telex  :  New  York  232643 

Saturday  21st  May,  1977,  at  10.15am  and  2pm 


An  Egyptian  bronze  head  of  a  deity, 
probably  22nd  Dynasty,  9.5  cm.  high 


A  Roman  bronze  chariot  attachment  111  the  form  of  a 
pauthcress,  c.  ist/2nd  century  A.D.,  16.5  cm.  long 


"7 


Sotheby  Parke  Bernet  newyork 

y8o  Madison  Avenue,  New  York,  N.Y.  1002 1     Telephone  :  (212)  472  3400    Telegrams  :  Parkgal,  New  York    Telex  :  New  York  232643 

Saturday  21st  May,  1977,  at  10.15am  and  2pm 


An  Egyptian  wood  figure  of  an  official.  12th  Dynasty,  36.8  cm.  high  An  Egyptian  bronze  sistrum,  26th~30th  Dynasty,  35  cm.  high 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N  Y.  10021     Telephone  :  (212)  472  3400    Telegrams  :  Parkgal,  New  York    Telex  :  New  York  232643 

Saturday  21st  May,  1977,  at  10.15am  and  2pm 


A  Roman  marble  head  of  a  goddess,  1st  century  B.C./lst  century  A.D.,  33  cm.  high 
Sotheby  Parke  Bernet  do  not  charge  a  buyers  premium  at  their  sales  in  America 


Illustrated  catalogue  $S  by  mail,  order  by  sale  no.  1994  with  cheque,  or  bank  draft  denominated  in  U.S.  dollars  only  to  Department  CON 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036, 
Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  Wi  A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels, 
Buenos  Aires,  Dublin,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monte  Carlo,  Munich,  Palm  Beach, 
Paris.  Rio  de  [aneiro,  San  Francisco.  Stockholm.  Toronto.  Vireinia  and  Zurich 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone  :  (212)  472  3400    Telegrams  :  Parkgal.  New  York    Telex  :  New  York  232643 

Wednesday  istjune,  1977,  at  10.15am  and  following  day,  at  10.15am  and  2pm 

FINE  CHINESE  SNUFF  BOTTLES,  JADES,  BRONZES, 
CERAMICS,  PAINTINGS  and  OTHER  WORKS  OF  ART 

including  paintings  by  Kao  Ch'i-p'ei,  Ch'en  Mei,  Li  Shih-cho,  Chang  Yao-ai,  Chien  Tsai,  Wu  Wei,  T'ang 
Yu,  Wang  Hui,  Shen  Erh-t'iao,  Chien  Shu-mei,  Ho  Shih-sun,  Yun  Shou-p'ing,  Wu  Li,  Ch'i  Pai-shih,  Hsu 

Pei-hung,  P'u  Hsin-yii  and  other  artists 

On  view  from  Friday  27th  May 


An  important  stone  figure  of  a  lion,  T'ang  Dynasty,  29.9  cm.  high.  An  archaic  bronze  covered  ritual  vessel  (Fang  Yi),  Shang  Dynasty, 

27.9  cm.  wide  21  cm.  high,  10.8  cm.  wide,  8.9  cm.  deep 


Illustrated  catalogue  SS  by  mail,  order  by  sale  no.  4001  with  cheque  or  bank  draft  denominated  in  U.S.  dollars  only  to  Department  CON 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036, 
Sotheby  Parke  Bernet  &  Co.,  34-35  New-  Bond  Street,  London  W 1 A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels, 
Buenos  Aires.  Dublin.  Edinburgh.  Florence,  Houston.  Johannesburg,  Madrid.  Melbourne,  Milan,  Monte  Carlo.  Munich.  Palm  Beach, 
Paris.  Rio  de Janeiro,  San  Francisco.  Stockholm,  Toronto,  Virginia  and  Zurich 
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Sotheby  Parke  Bernet  (hong  kong)  Ltd 

in  association  with  LANE  CRAWFORD  LTD.  (a  member  of  the  Wheelock  Marden  Group) 

303  Lane  Crawford  House,  Hong  Kong    Telephone:  (5)  225454   Telegrams:  Abinitio,  Hong  Kong    Telex:  75486  Lane  HX 

Tuesday  17th  May,  1977  at  3pm 
to  be  sold  in  the  Mandarin  Hotel,  Hong  Kong 

FINE  CHINESE  JADE  CARVINGS 


An  important  pair  of  brilliant  lavender  jadeite  figures  ot  Kuan  Yin  on  the 
back  of  a  Buddhist  lion,  19.7  cm.  high,  15.2  cm.  long 


FRANK  CARO 
GALLERY 


Porcelain  statue  of  Kuan  Yin 
coated  in  five-colour  glazes 
Late  Ming  Dynasty 
Height  22ins. 


41  EAST  67th  ST..  NEW  YORK.  IN.  Y. 

(212)  PL  3-2166 


10022 


MEISTER 
ZURICH 


BAHNHOFSTRASSE  33 


SPECIAL  DIVISION 
FOR  ANTIQUE 
WATCHES  AND 
CLOCKS 


MEISTER— 
ONE  MORE  REASON 
TO  COME  TO  ZURICH 

MEISTER— 
THE  PLACE  WHERE 
CONNOISSEURS  MEET 

MEISTER— WHY  NOT 
HAVE  A  TALK  AND  TAKE 
AN  EXPERT'S  ADVICE 
ON  QUALITY,  ORIGIN, 
AND  PRICE? 

PHONE:  01/21 1.19  33 


C.G.BOERNER 

SINCE  1826 
FINE  PRINTS  AND  DRAWINGS 


Richly  illustrated  catalogues 
price  DM  20.  plus  postage  each. 
Please  order  directly  from 

4000  DUSSELDORF  KASERNENSTR.  13 
W-Germany    Telephone  021 1/37  49  81 
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Mayorcas  Ltd. 

Member  of  the  BADA  Ltd. 


A  superb  ENGLISH  Charles  I  period  Embroidered  Mirror. 
c  1 640.  showing  the  Four  Seasons,  worked  in  polychrome  silk 
stitches,  in  golds,  tans,  greens,  ivory  etc.  The  scalloped  frame 
edged  with  antique  metal  galoon.  and  centred  with  original 
Vauxhall  glass  ,  the  corners  have  Nonsuch  &  Greenwich  Palaces 
(above)  &  Mythological  Birds  (below)  Mounted  within 
rectangular  tortoiseshel I  frame.  74  cms  *  59  cms  (2'5"  *  I'll") 

38  Jermyn  Street  St.  James's 

London  S.W.i.       Telephone:  01-629  4195 


Porzellanteller,  Frankenthal  1771 
Durchm.  24.5  cm 


KUNSTSALON  H.  SAAL 
IN  HANNOVER 

ANTI  QUIT  ATE  N  -  FRO  HE  PORZELLANE 
KUNSTHANDWERK 
HANNOVER,  FRIEDRI  CHS  WALL  13.  TEL.  328770 


KMSTHAUS  LEMPERTZ 

est.  1845 


FREDERIC  THE  GREAT 

Miniature  portrait  by  Anton  Friedrich  Konig 

(1722-  1787  Berlin) 

Hammer  price  DM  1 5.000,-  in  Lempertz  Sale 
on  November  24th,  1976 

PAINTINGS  -  OBJETS  d'ART 
ANTIQUITIES 

Old  masters  and  19th  century  paintings 
Sculpture  -  Icons  -  Porcelain  -  Faience 
Pottery    Folklore  -  Silver  -  Glass 
Furniture    Oriental  rugs  etc. 

11th  to  13th  of  May,  1977 

On  view:  2nd  to  9  th  of  May  (except  8  th  of  May) 
Lempertz  Catalogue  557  £5.- ( airmail  postage 
included) 

IMPRESSIONISTS  &  EXPRESSIONISTS 

21st  of  May,  1977 

On  view:  16th  to  20th  of  May 
Lempertz  Catalogue  558  £4.50  ( airmail  postage  included) 

FAR  EASTERN  ART 
7th  and  8th  of  June,  1977 

On  view:  31st  of  May  to  6  th  of  June  (except  5  th  of  June) 
Lempertz  Catalogue  559  £4.50  ( airmail  postage  included) 

NEUMARKT  3  D-5000  COLOGNE  1  - 
TELEPHONE  21  02  51 


Member  Canadian 
Antique  Dealers  Association 

Antiques  and  Works  of  Art 


Antique  English  silver 

Pr.  shallow  salts  or  dishes,  gilt  lined  6  ozs.  4^"  dia.  Maker:  Barnard 
family.  Pap  boat,  gilt  lined  1 827.  Weight  2oz.  Pair  oval  salts.  Circa 
1755  Maker  D  Hennell.  10  5  ozs.  Tortoiseshell  and  silver  table 
lighter,  1875.  Toddy  ladle,  1738.  Maker  George  Jones.  Scottish 
Provincial  sauce  ladle.  MONTROSE,  circa  1 800. 


736  Seventeenth  Avenue  Southwest  Calgary. 
Alberta,  Canada  T2S  0B7 
Telephone  269-3560  Area  code  403 


WHEN  IN  MONTREAL 

visit:  DOMINION  GALLERY 

The  Dominion  Gallery  with  Rcdm's  Burgher  of  Calais"  and  Henry  Moore's 
"Upright  Motive"  in  front  of  its  building  has  1  7  rooms  on  4  floors 


SCULPTURES  BY 

AL-SHAIKHLY 

ARCHIPENKO 
"ARP 
•BARELIER 
"BONET 

CESAR 
•COUTURIER 
"ETROG 
"FAZZINI 

GARGALLO 
■GRECO 

KENNEDY 
••KUPER 
•MAILLOL.  A 

MANZU 

MARINI 
PAINTINGS  BY: 

ADRION 

BEZOMBES 

BORDUAS.  P  E 

BOSCH,  H. 

BRIANCHON 

DE  BREANSKI 

BUNDY.  E. 

CAMERON.  D  Y 

CAMPIGLI 

CARR.  EMILY 
•CASSINARI 

CAZIN.J.  C. 

CHAPELAIN-MIDI 

CULLEN.  M 

DALLAIRE 

VAN  DONGEN 

DUFY 
"EDZARD 
"EISENDIECK 

FEDERICO,  M 

FITZGERALD 

FORTIN.  M  A 
"GALL 

HALS.  DIRK 

HEEM.  J  D  DE 

VAN  HEEMSKERK,  E 

JACKSON.  A  Y 

JURRES,  H  H 

KRIEGHOFF.  C 


'more  than  ten  works 


■•MATTHEWS 
"MINGUZZI 

MIRKO 
■•MOORE 
"NEGRI 
•PAOLOZZI 

POPESCU 
"RODIN 
"ROUSSIL 
"SCHLEEH 
'SCHRECK 

SPAMPINATO 
"WINANT 

AND  OTHERS 

LAVERY.  JOHN 

LESIDANER 

LOISEAU.  G 

LUNY.  T. 

MANE  KATZ 

MARCHAND.  A 

MARLOW.  W 

MARTIN  FERRIERES 
"MATHIEU 

MOMPER.  F  DE 

MORRICE,  J  W 

NETSCHER,  G 

NEUHUYS.  A 

NOEH  A 

OS  JAN  VAN 

OSTERLIND 
"OUDOT 

PELLAN,  A 

PERCY.  S  R. 

RIOPELLE,  J  P 
"ROBERTS.  G 

ROYBET.  F. 

SCHERREWITZ 

SUZOR-COTE,  A 

UNTERBERGER 

VERBOECK- 

HOVEN,  L 
"VILALLONGA 

WAROQUIER 

WEILAND 

ZADKINE 

AND  400  OTHERS 

"more  than  five  works 


CANADA'S  LARGEST  SELECTION  OF  FINE  PAINTINGS 
AND  SCULPTURES  IN  CANADA'S  LARGEST  ART 
DEALER  GALLERY 

1 438  SHERBROOKE  WEST.  MONTREAL 
TEL:  (514)  845-7471  and  845-7833 

CABLE:  DOM  GALLERY.  MONTREAL 


GREAT  EUROPEAN  ARTISTS 


OLD  MASTERS 


19th  CENTURY  OVER  175  CANADIAN  ARTISTS 


CLODION,  Claude-Michel 
Bacchantenzug.  Bez.:  Clodion  1762. 
Bronze.  Hohe  40  cm.  Zuschlag  DM  1 5.  000,- 


KUNSTHAUS  AM  MUSEUM 

CAROLA  VAN  HAM 

DRUSUSGASSE  1-5 
5000  KOLN 

am  Wallraf-Richartz-  Museum 
Telefon(0221)  238137  und  237541 

REGELMASSIGE  AUKTIONEN 
MARZ  JUNI 


OKTOBER 


NOVEMBER 


Nachster  Termin :  14.  bis  16.  Juni  1977 
ALLGEMEINE  GROSSE 
SOMMERAUKTION 


Angebote  jederzeit  erwunscht 
Kataloge  auf  Anfrage 
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Wakefield-Scearce  Galleries 

HISTORIC  SCIENCE  HILL,  SHELBYVILLE,  KENTUCKY  40065 
Telephone:  502  633-4382 

DIRECT  IMPORTERS  OF  BRITISH  ANTIQUE  FURNITURE, 
SILVER.  OLD  SHEFFIELD,  AND  DECORATIVE  ACCESSORIES 

Member  oi  the  Art  and  Antique  Dealers  League  ot  America,  Inc.. 
Write  tor  our  new  illustrated  catalogue.  $2,50 


A  fine  pair  of  Georgian  silver  double  entree  dishes  by 

William  Bateman,  London  1817 
Length  twelve  inches.  Width  eight  and  one-half  inches. 


REPIN 
AIVOSOWSKY 
SURIKOV 
SHISHKIN 
and  other  19th  century  Russian  painters. 

Pictures  by  these  artists  urgently  sought  for  clients. 

Please  apply  with  photograph  to: 

Temple  Gallery,  4  Yeomans  Row,  London  SW3. 
Telephone:  589  6622. 


KONRAD  MEUSCHEL 


Incunabula  and  Illustrated 
Books,  Fine  Seventeenth 
and  Eighteenth  Century 
Books,  German  Literature, 
Autographs  Master  Prints 
and  Drawings. 


Catalogues 


D-5300  Bonn  1,  Kaiserplatz  5, 
Postbox  2024 
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Norman  Adams  Ltd. 

8-10  Hans  Road,  Knightsbridge,  London  sw3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Alexander  Gallery 

45  Sloane  Street,  London  swi 
Tel:  01-235  1 8 1 3 

Fine  Victorian  and  igth  century  continental 
Paintings,  Old  Master  Paintings. 
Furniture  and  Works  of  Art 

Maria  Andipa  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  tgth  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608,  Telex:  21 142 
Fine  antique  furniture,  clocks  and  silver ; 
specially  designed  modern  jewellery  and 
presentation  items ;  interior  furnishing 

Bentley  &  Co.  Ltd. 

65  New  Bond  Street,  London  wiy  901 
Tel :  01-629  065 1  /0325 

Antique  fewels,  Antique  watches,  Jewelled  objects 
oj  Art,  Russian  enamels 

H.  Blairman  &  Sons  Ltd. 

119  Mount  Street,  London  wiy  5HB 
Tel:  01-493  0444 

18th  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  Works  of  Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 

Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  of  Art 

Brod  Gallery  (Alfred  Brod  Ltd.) 

24  St.  James's  Street,  London  swia  iha 
Tel:  01-839  3871 

Old  Master  Paintings  and  Drawings 

The  Bruton  Gallery 

High  Street,  Bruton,  Somerset  baio  oar 
Tel:  074  981  2205 

Specialists  in  European  Sculpture  1  g—20th 
Century:  Ayrton,  Bourdelle,  Dalou,  Carpeaux, 
Moore,  Rodin,  Etc. 

Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Xlodern  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel:  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 
Mondays  to  Fridays  10.00  to  5.30 
Saturday  mornings  10.00-1.00 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints, 
Persian,  Indian  and  Islamic  Art 

Cramer 

3  8  Javastraat,  The  Hague  20 1 1 ,  Holland 
Tel:  070-63  07  58 

Fine  Old  Master  Paintings, 
catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352 
5857 

English  and  American  Primitive  paintings, 
Unusual  pictures  by  younger  artists 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel :  01-584  7566 

20th  Century  British  and  European  Masters. 
Younger  British  artists.  (Also  unjustly 
neglected  painters). 

Crosby  Books 

P.O.  Box  100,  Fishguard,  Dyfcd,  Wales,  GB. 
Tel:  034882  292 

Oriental  Carpet  books  sold.  Catalogues ,  listing 
many  books  on  this  subject  sent  free  on  request 

Delomosne  &  Son  Ltd. 

4  Campdcn  Hill  Road,  Kensington, 
London,  w8 

Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish 

Glass  of  all  kinds  also  European  Ceramics 

Doveridge  House  Antiques, 

Neach  Hill,  Long  Lane,  Tong,  Shropshire 
Tel:  Albnghton  3  131 

Fine  18th,  igth  Century  English  &  Continental 
Furniture,  Paintings,  Clocks,  Decorative  items 
and  Interior  Furnishings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel :  01-629  5 1 16 

British  Art  of  the  igth  and  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture  and  Decorative  Arts 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 


S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

1 8th—  igth  century  English  and  Dutch  Paintings 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58Jermyn  Street,  St.  James's,  London  swi  1 
Tel:  01-493  4496,  Cables:  Fryart,  London  1 
English  Watercolours  and  Drawings  of  the 
18th  and  igth  centuries 

The  General  Trading  Company  Ltd. 

144  Sloane  Street,  Sloane  Square, 
London  swix  9BL 
Tel:  01-730  041 1 

18th  and  igth  Century  English  furniture , 
porcelain,  pewter,  prints ;  fine  quality  china, 
crystal ,  gifts ;  decorating 

Christopher  Gibbs  Ltd. 

1 1 8  New  Bond  Street,  London  w  1 Y  9AB 

Tel:  01-629  2008/9 

Old  Masters  and  Works  of  Art 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493 

7997 

18th  and  igth  Century  English  Paintings, 
ljth  and  18th  Century  Dutch,  Flemish  and 
Italian. 

17th  to  igth  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  i aa 

18th  and  early  igth  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  ig70 

j 

M.  Harris  &  Sons 

44/52  New  Oxford  Street,  London  wcia  ies 

Tel:  01-636  2121 

Fine  18th  century  English  furniture 

and  Works  of  Art 

Heim  Gallery 

59jermyn  Street,  St.  James's,  London  swi  j 
Tel:  01-493  °688 

Old  Master  Paintings  and  Sculptures  in  marble, 
bronze  and  terracotta 

Milne  Henderson 

99  Mount  Street,  London  wi 
Tel:  01-499  2507 
Chinese  and  Japanese  Paintings. 
Japanese  screens  and  prints, 
Oriental  Embroidery 


innell  Ltd. 

)avies  Street,  Berkeley  Square, 
ndon  wiy  2ny,  Tel:  01-499  301 1 
tique  and  modem  jewellery  and  silver, 
nestic  silver  by  the  Hennellsfrom  1 737 

olmes 

Old  Bond  Street,  London  wi 
1: 01-493  1394 

uellery,  Antique,  I  ictorian  and  Jim'  modem 
>er 

eorge  Horan 

)riental  Antiques)  Ltd. 

\  Kensington  Church  Street,  London  w8 

1:  01-937  9532 

'  appointment  to  the  Corps 

iplomatique.  Fine  Oriental  ceramics,  bronzes, 

Its,  ivories,  carvings  etc. 

Ian  Jacobs 

Motcomb  Street,  Belgrave  Square, 
indon  swi,  Tel:  01-235  5944 
tecialising  in  1 7th  Century  Dutcli  and  Flemish 
Id  Master  Paintings 

lexander  Juran  &  Co. 

\  New  Bond  Street,  London,  wiy  9DD 
el:  01-629  2550 

'Id  and  Antique  Caucasian  and  Oriental 
ugs  and  Carpets 

I.  W.  Keil 

7  Mount  Street,  Mayfair,  London  wi 
el:  01-629  6448 

pecialists  in  Fine  Oak  and  Walnut  Furniture 

\.  Knoedler  Co.  Ltd. 

43  New  Bond  Street,  London,  wiy  9FD 
"el:  01-499  1923  and  4585,  Telex:  24183 
■ine  Paintings 

l.  A.  Lee 

-9  Bruton  Place,  London  wi 

"el:  01-629  5600  and  499  6366 

Vorks  of  art,  fine  furniture,  clocks  and  armour 

( kittle  Gallery 

;  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
)rby  appointment. 

iSth,  iqth  and  20th  Century  Watercolours  and 
Drawings 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

59  Upper  Berkeley  Street 

Portman  Square,  London  wi 

Tel:  01-723  6595 

Member  of  B.  A. D.  A. 

Specialist  in  Fine  English  Antique  Porcelain, 

Pottery,  Delftware  and  Enamels 


Marlborough 

6  Albemarle  Street,  London  wix  3HF 
Tel:  01-629  5 1 6 1 ,  Cables:  Bondartos 
Fine  impressionist  and  20th  Century  Paintings, 
Drawings  and  Sculpture.  Graphics  and 
photographs  by  leading  jotli  Century  Artists 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665,  Telex:  916187 
Gallery  hours:  Monday-Friday,  10—6 
English  and  European  Paintings 
of  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 
( )ld  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

Fine  early  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St. James's,  London  swiy6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery  .Jewellers  and 
Silversmiths  for  four  generations.  Also  at 
Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4274 

Fine  igth  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly,  London  wi 
Tel :  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3 hf 
Tel :  01—499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 

Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 
British  Figurative  Painters,  International 
Symbolist .  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 


Pitt  &  Scott  Ltd. 

20/24  Eden  Grove,  London,  N7  8ed 
Tel:  01-607  7321,  Telex:  21857 
Packing  and  shipping  of  fine-art  works 
throughout  the  world 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders 
and  Chandeliers.  Restorations  in  marble. 

G.  T.  RatcliffLtd. 

Durwards  Hall, 

Kelvedon,  Essex,  coi  2pg 

STRICTLY  TRADE  ONLY. 

Enormous  antique  furniture  stocks  in  showroom 

condition  including  lacquer  and  decorated  pieces 

Howard  Ricketts 

1 80  New  Bond  Street,  London  w  1  y  9PD 

Tel:  01-409  1 97 1 

Fine  European  Arms  and  Armour 

Islamic  and  works  of  Art, 

Early  Photographic  Material 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London 
swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  5HB 
Tel:  01-499  I784/i785 
Fine  English  Furniture  and  works  of  art  of  the 
17th  and  18th  Centuries 

Alan  Tilman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  9 161 51 
Antique  Paperweights  also  glass  from 
17th- igth  Centuries,  including  English  and 
French  Cameo  glass 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

Important  stock  18th  and  early  iqth  Century 
Furniture  and  Works  of  Art 

Tryon 

41—42  Dover  Street,  London  wi 
Tel:  01-493  5  161 
Sporting  and  Natural  History 
Pictures,  Print  and  Bronzes 
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Earle  D.  Vandekar  of  Knightsbridge 

138  Brompton  Road,  London  SW3 

Teh  01-589  8481/3398 

Telex  :  Pavant  917447 

Members  o/B.A.D.  A.  and  C.I.N.O.A. 

Large  stock  of  Fine  Chinese,  Continental  and 

English  Porcelain  and  Pottery 

Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 
Dutch  and  English  paintings  from 
ljth—  tgth  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 
Tel:  01-629  0602,  Cables:  Navild,  London 
Old  Master  and  Impressionist  Paintings 
and  Drawings 


Williams  &  Son 

2  Grafton  Street,  London  wix  3 lb 
Tel:  01-493  5751 

Fine  Traditional  English  and  European 
Paintings  from  the  19th  &  20th  Centuries 

Temple  Williams  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 
Fine  Regency  Furniture,  Works  of  Art, 
Valuations 

Winifred  Williams 

3  Bury  Street,  St.  James's,  London,  swi 
Tel :  01-930  4732/0729 

Important  18th  century  English  and 
Continental  Porcelains  and  Enamels.  Collectors' 
pieces  of  Museum  quality 


W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swiy6ql 

Tel:  01-930  6463 

Fine  Stock  of  Antique  Sih'er 

Harriet  Wynter  Ltd. 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494,  Telex:  21879  Harriet 
Antique  Scientific  Instruments  and  new,  second 
hand  and  antiquarian  hooks  on  the  history  of 
science  and  technology. 


Adolph  von  Menzel 

Uniform  drawings  for  the 
time  of  Frederick  the  Great. 

Two  portfolios  containing  seven  reproductions 
in  Prussian  blue  passepartout. 
Price  per  portfolio — dm  100. 

Schuler-Verlag 

Lenzhalde2.   D-7000  Stuttgart  1 


OO.AUKTION 

Mai  1977 

Wertvolle  Biicher 
Alte  und  moderne  Kunst 
Dekorative  Graphik  -  Stadtansichten 
Landkarten  -  Schiffsbilder  -  Schiffsmodelle 
Autographen 

il  IMHSIJX* 

Neuer  Wall  40.  2  Hamburg  36.  Telefon  (040 )  36 46  70 
Bitte  Kataloge  anfordern   


Detailed  Editorial  Indexes 

for  The  Connoisseur  are  pLiblished 
three  times  a  year 
at  each 

From 

The  Circulation  Dept., 
The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London,  SW18  iHA 


1  }0    The  Connoisseur.  May.  1977 


The  Young  Prince 
Pierre  Charles  Comte  1 848 
Canvas  size  -36"  *  26" -92  *  66  cm. 
Outside  frame -44"  *  34"  -  1 1  2  *  86  cm. 


"In  Toronto" 
Fine  Paintings  by 
recorded  artists 


including  works  by: 

W.  Anderson,  H.  Andrews,  C.  F.  Bellanger,  Berne  Bellecour,  F.  M.  Bennett, 
Frank  Brangwyn,  F.  A  Bridgman,  Edgar  Bundy,  J.  B.  Burgess, 
A.  de  Breanski,  Phillip  H.  Calderon,  D.  Y.  Cameron,  Ivan  Choulste, 
F.  C.  Compte,  Thomas  Creswick,  E.  Detaille,  Jules  Dupre,  Victor  Dupre, 
Dietz  Edzard,  John  Eckenaes,  Suzanne  Eisendieck,  R.  Ernst,  Th.  Frere, 
E  L.  Garrido,  Frederick  Goodall,  R.  A.,  Paul  Grolleron,  J.  J.  Henner, 
J.  F.  Herring,  Jr.,  Joseph  Highmore,  Bernard  de  Hoog,  W.  Lee  Hankey, 
Dame  Laura  Knight,  Ridgway  Knight,  Sir  Edwin  Landseer,  L.  Lassalle, 
A.  A.  Lesrel,  Jonas  Lie,  T.  M.  F.  Lybaert,  J.  C.  Maggs, 

Constantin  Makovsky,  James  Meadows,  Han  van  Meegeren,  Adrien  Moreau, 
Antonio  Reyna,  Lucio  Rossi,  Ferdinand  Roybet,  W.  Dendy  Sadler, 
Eisman  Seminowsky,  F.  Soulacroix,  Wordsworth  Thompson,  Felix  Ziem 
and  others. 


FREDERICK  THOM  GALLERIES 

1 94  Bloor  Street  West 

(just  west  of  Park  Plaza  Hotel) 

Toronto  M5S  1T8,  Canada 

Telephone:  416-921  3522 
Area  Code  :  416 


D  &  J  Ritchie. 


Important  Auction  Sale 

Superb  collection  of  a  prominent  family  includes  rare  & 
important  17th  to  19th  century  continental  silver, 
Austrian,  French,  German,  Russian;  English  Georgian 
silver;  mounted  porcelains,  principally  Paris.  Sevres, 
Vienna;  numerous  objects  of  art,  art  glass,  bronze 
sculpture,  paintings  incl.  miniatures,  oriental  rugs, 
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Jnde?  Ubi?  Quo? 

'hence  came  I  ?  Where  am  I  ?  Where  am  I  going  ?'  Frederick 
;  Great  wrote  these  words  above  the  text  of  his  last  ode, 
the  end  of  a  life  so  full  of  contradictions,  in  morality, 
tecraft  and  achievement,  that  he  is  still  an  elusive  even 
satisfactory  subject  for  biographers.  He  set  an  example  of 
igious  tolerance  yet  had  no  sense  of  international  solidarity, 
11  less  an  urge  to  bring  about  a  greater  community  between 
tions.  He  detested  the  wasteful  slaughter  of  his  wars,  yet 
ed  war  or  its  threat  as  an  instrument  of  policy  without 
use  or  regret.  He  established  a  highly  efficient  system  of 
a  and  administration,  yet  eroded  the  independence  and 
f-confidence  of  his  servants.  He  nearly  doubled  the  size 
his  kingdom,  and  more  than  doubled  its  population, 
queathing  a  formidable  army  and  a  full  exchequer  to  his 

^or  'so  that  Prussia  may  flourish  until  the  end  of  time' ; 
t  his  policies,  wrongly  interpreted  by  later  generations,  led 
the  extinction  of  his  kingdom  and  the  bitter  division  of  the 
aintry  whose  nucleus  it  became.  Frederick  is  indeed  a  hero, 
it  a  sinister  one.  'The  Patron  Saint  of  modern  Germany',  as 
:  was  described  in  19 16,  he  stood  for  a  dauntless  national 
>irit,  a  pride  in  armed  strength  and  military  prowess  and  that 
)mbination  of  iron  nerves  and  strong  will  which  has  been  so 
tally  admired  in  recent  German  history.  He  occupies  an 
nbivalent  position  in  the  German  Pantheon. 
One  aspect  of  his  life  where  there  need  be  no  such  reserve  is 
is  patronage  of  the  arts.  There  are  innumerable  pointers  to 

lolour. 

r.  W.  von  Knobelsdorff. 
rederick  the  Great  as  Crown  Prince, 
clilotf  Kopenick. 


the  king's  knowledge  of,  enthusiasm  for  and  preferences  in 
the  arts.  Music,  painting  and  architecture  were  among  the 
few  occupations  which  Frederick  delighted  in  for  their  own 
sake.  The  Prince  de  Ligne  recorded  that  'the  King's 
encyclopaedic  range  enchanted  me.  The  arts,  war,  medicine, 
literature,  religion,  ethics,  history  and  legislation  were 
discussed:  the  great  epochs  of  Augustus  and  Louis  xiv,  good 
society  among  the  Romans,  the  Greeks  and  the  French;  the 
chivalry  of  Francis  1,  the  frankness  and  valour  of  Henry  iv; 
the  renaissance  of  letters  and  anecdotes  of  brilliant  men  .  .  .'. 
Frederick  believed  that  the  active  promotion  of  the  arts  was 
an  essential  aspect  of  his  policy  of  aggrandisement.  Berlin  was 
given  new  public  buildings  and  institutions  consonant  with 
its  status  as  the  capital  of  a  great  new  state;  the  academies,  art 
collections,  palaces,  churches  and  libraries  proclaimed  its  role 
as  a  Residenzstadt.  The  decorative  arts  were  also  fostered ; 
porcelain,  silk  making,  the  manufacture  of  furniture,  glass 
and  decorative  ironwork  all  received  Royal  encouragement; 
Prussia,  in  Voltaire's  oft  quoted  phrase,  was  both  Sparta 
and  Athens. 

This  issue  gives  an  idea  of  the  astonishing  transformation 
in  the  physical  appearance  and  cultural  standing  of  Berlin 
during  Frederick  the  Great's  long  reign,  and  focusses  on  the 
personal  taste  and  initiatives  of  the  king  himself.  We  had 
hoped  to  include  more  about  those  aspects  of  the  decorative 
arts  which  received  encouragement  of  a  more  general  kind 
but  the  difficulty  in  bringing  together  material,  and  the  sad 
division  between  East  and  West  in  cultural  as  in  other 
matters,  frustrated  this  plan.  But  it  is  perhaps  more  fitting 
that  we  should  concentrate  on  the  central  figure  of  the  king, 
harsh,  repelling,  but  endlessly  fascinating. 

1.  Prussia  in  1780. 


An  Architectural  Partnership 


Frederick  the  Great  and  Georg  Wenzeslaus  von  Knobelsdorff  at  SchloB  Sanssouci 
Hans- Joachim  Giersberg 


From  the  middle  of  the  seventeenth  century,  Potsdam  near  Berlin  was  the  second 
residence  of  the  Hohenzollern  rulers.  It  was  also  adopted  by  the  Prussian  king 
Frederick  the  Great  (171 2-1786)  for  the  same  purpose  four  years  after  his  accession 
to  the  throne,  although  he  had  originally  chosen  to  live  at  Charlottenburg,  which 
was  nearer  to  Berlin. 


THJ  StadtschloB  at  Potsdam  was  built  in 
1664-1670  and  enlarged  in  [679—1682.  It  had 
been  extended  by  Friedrich  Wilhelm  11  (1688-1740) 
m  .1  simple,  barraeks-like  architectural  style.  But 
apart  from  minor  external  and  internal  changes 
under  the  first  Prussian  king  (c .  1 700),  it  still  retained 
the  Baroque  aspect  of  the  time  in  which  it  was  first 
built,  and  thus  hardly  matched  the  young  king's 
ideas  of  a  suitable  residence.  And  so  in  1744  the 
transformation  and  extension  of  the  StadtschloB  at 
Potsdam  into  a  winter  residence  was  begun. 

On  9  August  of  the  same  year,  the  director  of 
building  operations,  Diterich,  was  instructed  to 
create  terraces  on  the  'Wiistcr  Berg'  (the  'Bare 
Mountain')  to  the  east  of  the  town  of  Potsdam  and 
plant  them  with  vines.  The  plan  to  create  a  summer 
palace  abov  e  this  vineyard  must  have  been  formed 
shortly  afterwards.  This  formed  the  beginnings  of  a 
summer  residence  which  was  repeatedly  extended 
into  the  1870s. 

Both  the  choice  of  position  and  the  location  of 
the  castle  show  that  Frederick  was  concerned  here 
not  with  ostentation  but  with  following  his  own 
private  inclinations.  The  choice  of  name  -  Sanssouci 
-  is  a  significant  indication  of  this  intention,  which 
governed  all  the  work  carried  out  at  Sanssouci 
during  the  eighteenth  century.  In  this  respect  it 
differs  markedly  from  the  style  adopted  by  Louis 
xiv  at  Versailles,  which  served  as  a  model  for  all  the 
rulers  of  Europe.  The  palace  is  no  longer  a  central 
point  which  establishes  the  main  axis  of  the  layout, 
but  is  an  integral  part  of  a  whole  which  is  governed 
by  the  character  of  the  landscape.  The  main  avenue 
runs  parallel  to  the  line  of  the  hills,  on  which  the 
buildings  are  arranged. 

This  departure  from  the  principles  of  design 
which  were  otherwise  a  more  or  less  obligatory 
feature  of  absolutism  was  an  expression  not  only  of 
a  changing  social  situation,  but  also  of  the  personal 
and  'enlightened'  ideas  of  Frederick  11.  Feudal 
absolutism  was  in  its  final  phase  in  the  second  half 


of  the  eighteenth  century.  The  ideas  of  the 
Enlightenment,  originating  in  the  bourgeoisie,  and 
the  development  of  industrial  capitalism  -  though 
hesitant  at  least  m  Prussia  created  a  new  situation 
to  which  the  nobility  also  had  to  adapt  if  it  was  to 
ensure  its  own  survival. 

Frederick  the  Great,  more  than  any  other  abso- 
lutist ruler,  took  an  intense  and  active  interest  in  the 
administrative  and  especially  the  artistic  details  of 
his  building  projects.  During  his  time  as  crown 
prince  at  Neuruppin  and  Rheinsberg  he  relied 
entirely  on  the  guidance  and  advice  of  Georg 
Wenzeslaus  von  Knobelsdorff  in  architectural  mat- 
ters. For  various  reasons  -  though  the  building  of 
SchloB  Sanssouci  was  not  one  of  them  —  the 
relationship  between  the  king  and  his  adviser 
cooled  later  on,  especially  in  the  years  between  1747 
and  1749.  This  was  succeeded  by  a  period  of 
resumed  collaboration,  which  found  expression  in 
further  buildings  in  Potsdam  and  plans  for  the 
grounds  of  Sanssouci. 

After  his  political  and  military  triumphs  in  two 
wars  with  Silesia,  Frederick  also  sought  recognition 
as  an  architect  and  master-builder.  He  laid  down 
what  was  to  be  built,  and  when  and  where  this  was 
to  take  place.  He  specified  the  cost  of  the  building 
projects  and  supervised  their  progress.  He  went  his 
own  way  more  and  more,  freeing  himself  from  the 
artistic  influence  of  Knobelsdorff  and  being  advised 
in  essentials  by  Francesco  Algarotti.  And  it  was 
Potsdam  which  was  his  preferred  area  of  activity. 

The  buildings  whose  form  and  appearance  were 
directly  influenced  by  Frederick  the  Great  can  be 
divided  into  two  categories.  The  first  consist  of 
those  copied  from  buildings  reproduced  in  works 
of  architecture  and  drawings  received  from  abroad. 
Thus  copies  of  buildings  by  Palladio,  Sanmichaeli, 
Fuga  and  others  appeared  in  Potsdam.  The  king 
owed  a  special  debt  to  international  Palladianism. 
The  copying  of  foreign  models  was  restricted  to 
Potsdam  and  did  not  lead  to  the  establishment  of  a 
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t.  Original  appearance  of  the  terrace  layout  at  Sanssouci,  1746/7. 
Architrave  by  C.  S.  Dubois  in  the  Concert  Room  oj  Schlofi  Sanssouci. 


school,  as  Algarotti  and  the  king  had  hoped.  I  he 
copies  are  the  show-pieces  of  an  absolutist  monarch 
wishing  to  make  his  mark  in  architecture,  who 
allowed  himself  the  costly  pleasure  of  collecting 
buildings  as  well  as  sculptures,  paintings  and  books. 

The  second  group  consists  of  buildings  designed 
by  the  king  himself.  There  are  many  statements  by 
his  contemporaries  to  show  that  the  king  designed 
buildings  of  many  different  kinds,  and  layouts  foi 
gardens.  Only  a  tew  of  the  sketches  now  survive  in 


the  original  or  111  the  form  of  photographs.  Most  of 
them,  as  befits  the  mood  of  ostentation  111  which 
they  were  designed,  are  sketches  of  facades  -  often 
with  detailed  specifications.  Ground  plans  exist 
only  in  the  case  of  Sanssouci  and  to  a  limited  extent 
of  the  Hedwigskirche  in  Berlin.  The  sketches  are 
done  freehand  in  pen,  pencil  or  red  chalk.  Most  of 
them  have  little  intrinsic  artistic  worth,  but  show  a 
mmd  well  trained  by  the  observation  of  works  of 
architecture  and  a  feeling  for  proportion  and  the 


Colour. 

Above. 

A.  SchloB  Sanssouci.  Picture  Gallery,  interior. 
Below. 

H.  SchloB  Sanssouci,  Voltaire  Room. 

distribution  of  mass.  They  formed  the  basis  tor  the 
construc  tion  of  the  buildings  themselves,  the  only 
alterations  made  being  of  detail,  and  those  only 
with  the  approval  of  the  king. 

Among  the  king's  early  known  sketches  are  one 
for  the  central  projection  on  the  garden  side  of  the 
StadtschloB  at  Potsdam  and  one  of  the  'Angel 
Staircase'.  The  best  known  are  the  drawings  of  the 
terracing  and  of  SchloB  Sanssouci,  and  ot  the  eastern 
area  of  pleasure  gardens.  We  also  know  from  the 
literature  that  the  king  prepared  sketches  for  the 
Chinese  teahouse,  as  well  as  tor  the  temples  ot 
Friendship  and  Antiquity  in  Sanssouci.  He  made- 
drawings  too  for  private  residences  in  the  town, 
with  exact  specifications  for  building. 

The  favourite  object  of  the  king's  artistic  am- 
bitions was,  however,  Sanssouci.  And  it  is  not 
surprising  that  he  did  not  leave  the  design  of  this 
refuge  entirely  to  his  master-builder,  but  took  an 
active  part  in  it  himself.  The  Potsdam  master- 
builder  and  chronicler  H.  L.  Manger  wrote  a 
history  of  the  buildings  of  Potsdam,  which  ap- 
peared in  1789,  and  in  it  he  wrote:  'one  thing  is 
certain,  and  this  is  that  the  original  idea  was  given 
by  the  king  to  Baron  von  Knobelsdorff,  and  that 
despite  all  the  latter's  objections  it  had  to  be  built  as 
it  now  stands'.  This  sentence  referred  to  SchloB 
Sanssouci  itself,  but  certainly  the  first  part  of  it  could 
be  applied  to  the  whole  layout. 

This  'original  idea'  is  shown  in  two  drawings  by 
the  king,  one  of  which  shows  the  layout  of  the 
terraces  with  the  ground  plan  of  the  palace 
(Drawing  1),  and  the  other  merely  the  ground  plan 
of  the  palace  (Drawing  11).  Drawing  1  gives  an  idea 
of  the  king's  conception  ot  the  terraced  vineyards 
and  also  the  layout  of  the  palace  and  its  rooms  as  it 
was  later  constructed.  Drawing  11  shows  the  palace 
I  in  further  detail,  particularly  the  king's  apartments, 
including  his  bedroom  and  library.  There  are  also 
exact  specifications  as  to  the  use  of  the  lateral  wings 
and  particular  rooms,  the  orders  of  the  columns, 
and  the  height  of  the  rooms. 

The  king's  notes  also  reflect  his  conservatism. 
The  bedroom  is  to  have  the  same  proportions  as  that 
in  the  StadtschloB  at  Potsdam.  The  colonnade  and 
the  library  are  to  follow  those  at  Rheinsberg.  Only 
Knobelsdorff  could  have  understood  these  in- 
structions and  it  was  undoubtedly  he  who  trans- 
lated them  into  concrete  artistic  form.  This  is 
proved  by  his  sketches  in  sketchbook  Number  3827 
in  Charlottenburg. 

Georg  Wenzeslaus  von  Knobelsdorff  (1699- 
1753)  had  given  up  his  career  as  an  army  officer 


An  Architectural  Partnership 


2.  Sketch  plan  by  Frederick  the  Great 
for  the  terrace  layout  and  the  palace 
at  Sanssouci,  1744  (Drawing  1). 
Formerly  in  Berlin,  Hohenzollern Museum 
at  Schlofi  Monbijou ,  missing  since  194}. 


3.  Sketch  plan  by  Frederick  the  Great 
for  SchloB  Sanssouci,  1744-45  (Drawing  11). 
Formerly  Berlin,  Hohenzollern  Museum  tu 
Schlofi  Monbijou,  missing  since  1945. 


7 


An  Architectural  Partnership 


"  \c  r  E  r  r_?  i   ?  1:111  I'L 

i  i  f  1 1  i  f  c  r  IIIL^ 


urn:  ■  '•; 


■  f  1  l!  I  I  I  I  I 


Above  and  left. 

4a  and  b.  Ground  plan  and  elevation 
of  SchloB  Sanssouci  from 
the  Knobclsdortt  studio,  1745. 
Approved  by  Frederick  11  at  bottom  right. 
Potsdam-Sanssouci,  Plan  Room. 


at  the  age  of  thirty  in  order  to  devote  himself  to 
artistic  activities.  He  learned  the  basic  principles  of 
architecture  from  native  architects,  extending  his 
knowledge  on  journeys  to  Italy  and  France. 
Knobelsdorfi  received  his  knowledge  ot  painting 
trorn  his  friend,  the  court  painter  Antoine  Pesne 
(1683— 1757).  His  sense  of  form  was  schooled  by  the 


buildings  of  antiquity,  and  this  is  already  visible  in 
an  early  work  by  him,  a  small  round  Doric  temple 
in  the  Amalthea  garden  in  Neuruppin  (1735).  He 
rebuilt  the  castle  of  Rheinsberg  for  Frederick  wKen 
the  latter  was  crown  prince,  between  1737  and 
1740,  and  was  his  Superintendent  of  Palaces  and 
Gardens  after  Frederick's  accession  to  the  throne. 
Many  buildings  111  Berlin  and  Potsdam  were  based 
on  his  plans,  including  the  Unter  den  Linden  opera 
house  in  Berlin,  the  new  wing  of  SchloB 
Charlottenburg,  the  rebuilding  of  the  StadtschloB 
at  Potsdam  and  a  number  of  private  residences.  The 
king  and  his  architect  seem  to  have  fallen  out  over 
the  siting  of  SchloB  Sanssouci.  It  appears  that 
Knobelsdorff  wanted  to  site  the  building  nearer  to 
the  uppermost  terrace,  in  order  to  avoid  any 
obstruction  of  the  view  from  the  ground  floor.  He 
also  proposed  to  make  excavations  for  cellars  and 
stand  it  on  a  plinth.  Frederick  the  Great,  however, 
insisted  on  having  a  large  forecourt  and  closely 
linking  the  internal  space  and  the  gardens,  with  only 
two  steps  leading  from  one  to  the  other. 

The  foundation  stone  of  the  palace  was  laid  on 
14  April  1745  ;  the  external  structure  was  finished  in 
1746  and  the  colonnade  a  year  later.  The  last  part  of 
the  interior,  the  Marble  Hall,  was  finished  in  1748. 
The  elongated,  single-storey  building  is  sur- 
mounted by  a  dome  in  the  centre,  from  which  it 
extends  in  a  shallow  curve,  terminating  in  a  circular 
pavilion  at  either  end.  Caryatids  facing  one  another 
support  the  entablature  between  the  tall  windows. 
The  gaiety  and  liveliness  of  the  Bacchants  and 
Bacchantes  link  the  building  with  the  natural  life  of 


5.  Plan  of  the  grounds  of  Sanssouci,  engraving  by  Saltzman,  1772.  Potsdam-Sanssouci ,  Plan  Room. 


6.  Schlofi  Sanssouci,  Vestibule 
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the  garden.  The  sculptures  were  carried  out  by 
Friedrich  Christian  Glume  (1714- 1752)  from 
drawings  made  by  Knobelsdortf.  The  individuality 
of  their  conception,  their  richly  imaginative  forms 
and  masterly  execution  place  them  among  the  best 
works  of  German  Rococo. 

Low  wings  for  the  accommodation  of  staff  were 
added  in  the  eighteenth  century,  somewhat  set  back 
from  the  rest  add  hidden  by  the  avenues.  They  were 
given  their  present  appearance  by  Persius  and  von 
Arnim  in  1841.  By  contrast  with  the  gaiety  of  the 
garden  side,  the  north  side  is  grave  and  restrained.  A 
colonnade  consisting  of  two  quarter  arches  encloses 
a  'cour  d'honneur'.  The  motif  of  the  Corinthian 
pilasters  and  three-quarter  columns  is  continued  in 
the  pillars  of  the  colonnade;  in  this  way  the  palace 
and  colonnade  are  blended  into  a  uniform  whole. 

Rococo  and  Classicism,  the  twin  elements  of 
KnobelsdortFs  architecture  which  are  so  clearly 
reflected  in  the  exterior  of  the  building,  are  also 
visible  in  the  internal  arrangements. 

In  the  sketches  he  made  for  the  division  of  the 
interior,  Frederick  followed  French  architectural 
theory,  specifically  that  of  J.  F.  Blondel,  using  the 
arrangement  of  the  'appartcment  double'  for  the 
'maison  de  plaisance'.  These  rules  were  not  slavishly 
followed,  but  altered  to  meet  the  individual  re- 
quirements of  the  round  structures  at  the  corners  — 
the  library  and  the  western  guest  room  (Rothen- 
burg  room).  Frederick's  architect  was  only  allowed 
to  make  minor  alterations  to  his  specification. 

In  the  middle  of  the  building  are  the  two  halls. 
On  the  eastern  side  are  the  king's  rooms,  on  the 
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7.  Garden  side  of  SchloB  Sanssouci. 
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western  those  of  the  guests.  The  arrangement  of  the 
vestibule  is  restrained  and  clear.  Ten  pairs  of 
Corinthian  columns  take  up  the  moth  begun  on  the 
external  facade,  thus  uniting  the  internal  space  with 
the  external  structure.  The  ceiling  is  covered  with  a 
painting  of  Flora  with  spirits,  byj.  Harper.  As  in  all 
the  other  rooms,  the  gilded  ornamentation  on  the 
doors  with  vine  tendrils  and  musical  instruments  on 
the  architrave  above  are  taken  from  the  mythology 
of  the  wine  god  Bacchus,  and  clearly  reflect  the 
character  of  the  palace  as  a  residence  set  among 
vineyards.  The  marble  hall  is  the  work  of 
Knobelsdorff,  as  is  confirmed  by  Frederick's  me- 
morial speech  on  the  death  of  his  architect.  The 
elliptical  room  is  surmounted  by  a  dome,  which  is 
open  to  the  sky  in  the  centre,  as  in  the  pantheon  in 
Rome.  As  in  the  vestibule,  the  room  is  divided  up 
by  Corinthian  columns.  The  progression  of  space 
from  courtyard  to  vestibule  to  banqueting  hall  is 
reflected  in  the  material  for  this  architectural  motif, 
ranging  from  sandstone  through  stuccoed  marble 
to  Carrara  marble. 

The  small  reception  room  between  the  Marble 
Hall  and  the  Concert  Room  is  more  simply  de- 
signed, in  order  to  show  oft  the  pictorial  decoration 
to  best  advantage.  The  ceiling,  however,  is  covered 
with  a  masterpiece  by  the  court  painter  Pesne, 
showing  Zephyr  and  Flora  in  a  flirtatious  mood. 

The  concert  room  is  one  of  the  finest  interiors  of 
German  Rococo,  in  which  all  the  elements  com- 
bine to  form  an  artistic  whole.  The  panelling  is 
covered  with  naturalistic  and  stylised  ornament, 
created  byjohann  Michael  Hoppenhaupt  the  Elder 
(1709-1750),  which  surrounds  the  paintings  let  into 
the  panelling  at  regular  intervals.  The  latter  are  by 
Pesne  and  their  themes  are  taken  from  Ovid's 
Metamorphoses.  The  heavy  mass  of  the  ceiling  is 
relieved  by  its  being  decorated  as  a  pergola,  with 
gilded  bars  entwined  with  grapevines,  and  putti  and 
creatures  of  all  different  kinds  swarming  in  between 
them.  The  windows  are  faced  by  mirrors  which 
extend  the  internal  space  by  reflecting  the  exterior. 

The  study  and  bedroom  has  not  been  retained 
in  its  original  form.  Friedrich  Wilhelm  von 
Erdmannsdorff  (1736-1S00)  had  it  redecorated  in 
the  Classical  style  soon  after  the  death  of 
Frederick  the  Great. 

To  one  side  of  the  suite  of  rooms  is  the  library, 
circular  in  shape  like  the  tower  room  in  the  palace  at 
Rhcinsberg.  The  warm  colours  of  the  brown 
cedarwood  panelling  and  the  gilded  bronze  orna- 
mentation combine  with  the  well-balanced  pro- 
Colour. 
Above. 

C.  Chinese  teahouse,  built  by  Biiring,  1754/7. 

D.  Chinese  teahouse. 
Below  left. 

E.  SchloB  Sanssouci,  Concert  Room. 
Below  right. 

F.  SchloB  Sanssouci,  Marble  Hall. 


8.  SchloB  Sanssouci,  Library 
(photograph  taken  before  1945). 

portions  (the  diameter  of  the  room  is  the  same  as  its 
height)  to  make  it  a  fitting  abode  of  intellectual 
activity.  Bookshelves  are  let  into  the  wall  between 
the  niches.  The  room  was  probably  designed  by 
Johann  August  Nahl  (1710— 1785),  who  was 
'Directeur  des  Ornements'  until  his  flight  in  1746, 
and  whose  interior  designs  gave  the  first  phase  of  the 
Rococo  in  Potsdam  its  essential  character.  The 
design  was  skilfully  executed  by  native  craftsmen - 
Hulsmann,  Becker  and  Kelly,  and  also  Griese. 

The  Small  Gallery,  on  the  north  side  of  the  king's 
apartments,  was  used  for  displaying  paintings  and 
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sculptures.  The  decorations  were  created  by  Johann 
Christian  Hoppenhaupt  the  Younger  (died  be- 
tween 1778  and  17X6),  one  of  the  masters  of 
Potsdam  Rococo  after  1750. 

The  guest  rooms  to  the  west  of  the  Marble  Hall 
are  done  in  a  uniform  style.  In  each  case  the  bed 
recess  is  opposite  the  window,  with  concealed  doors 
next  to  it  leading  to  a  closet  or  to  the  servants' 
quarters  on  the  north  side.  The  first  three  rooms  are 
simply  furnished,  apart  from  the  chinoiserie  wall 
paintings  of  F.  W.  Hodeir  in  the  first.  By  contrast, 
the  rich  decoration  of  the  so-called  Voltaire  Room 

9.  SchloB  Sanssouci,  Small  Gallery 
(photograph  taken  before  1945). 


I  2 


comes  as  a  surprise.  This  is  the  room  which  the 
French  writer  and  philosopher  is  said  to  have 
occupied  during  his  stay  in  Potsdam  in  the  years 
1750  to  1752.  It  was  not  decorated  in  its  present 
form,  however,  until  after  his  departure,  in  1752. 
The  brightly  painted  wood  carvings  of  animals  and 
fruit  on  the  walls  were  done  by  Hoppenhaupt  the 
Younger.  This  naturalistic  decoration  is  a  special 
feature  of  Potsdam  Rococo,  which  reached  its  final 
flowering  in  the  Neuer  Palais. 

In  1 745,  only  a  year  after  the  establishment  of  the 
vineyards,  the  idea  was  conceived  of  extending  the 
garden  to  the  East  and  West,  dominated  by  the 
castle  and  terraces  in  the  centre.  To  the  east,  a 
hothouse  was  erected  half  way  up  the  slope,  which 
was  replaced  by  the  picture  gallery  in  1755,  and  at 
the  foot  of  the  slope,  the  Grotto  of  Neptune.  These 
are  counterbalanced  to  the  west  by  the  Orangery  — 
later  the  New  Apartments  (Neuer  Kammern)  -  and 
another  grotto  with  the  figure  of  Thetis. 

The  result  was  an  enhancement  of  form  and 
content  through  a  skilful  use  of  the  rise  and  tall  of 
the  hill,  which  was  no  doubt  originally  planned  by 
Knobelsdorff  in  consultation  with  his  master.  He 
built  the  first  of  the  buildings  flanking  the  palace  in 
1747.  This  was  the  Orangery,  which  in  its  simple 
external  architecture  is  closely  related  to  the  French 
orangeries  of  the  seventeenth  and  early  eighteenth 
centuries.  A  broadly  spread,  single-storey  building, 
it  has  large  windows  opening  onto  the  garden  to  the 
south.  While  the  caryatids  on  the  southern  facade  of 
Sanssouci  are  an  integral  part  of  the  building, 
here  there  are  free-standing  figures  in  front  of  the 
facade,  brought  from  Carrara  in  1740.  These  form  a 
link  between  the  building  and  its  natural  surround- 
ings an  essential  feature  of  KnobelsdorfF s 
architecture. 

When  the  guest  rooms  in  SchloB  Sanssouci  were 
no  longer  sufficient,  a  pupil  of  Gontard,  Georg 
Christian  Ungcr  (1743-1812)  transformed  the 
building  into  a  guest  house,  between  1 77 1  and  1 774, 
and  this  was  given  the  name  of  the  New 
Apartments.  Unger  retained  Knobelsdorff  s  ar- 
rangement of  the  external  structure,  adding  a  dome 
to  match  that  of  the  picture  gallery.  The  interior 
plan  of  the  central  hall  and  three  rooms  in  the 
eastern  part  of  the  building  was  retained,  but  they 
were  turned  into  public  rooms.  Among  the  rooms 
created  in  the  late  Potsdam  Rococo  style,  the  oval 
Refreshment  Room  and  the  Ovid  Gallery  are 
particularly  noteworthy.  The  walls  of  the  latter  are 
decorated  with  gilded  stucco  reliefs  by  the  Rantz 
brothers  on  themes  from  Ovid's  Metamorphoses. 
Seven  gentlemen's  rooms  were  added  on  the  west 
side,  in  which  the  most  notable  items  are  two  inlaid 
cabinets  by  the  Spindler  brothers. 

An  annexe  to  the  Orangery  was  also  built  in 
1747,  111  the  form  of  a  plant  house,  which  with  its 


io.  Orangery  (New  Apartments),  built  by  Knobelsdorff,  1747. 


simple  exterior  hardly  matched  the  original  con- 
cept of  a  symmetrical,  architecturally  balanced 
layout.  In  fact,  plans  were  made  during 
Knobelsdorff  s  lifetime  to  replace  the  plant  house 
with  a  building  similar  to  the  Orangery.  Finally,  in 
1 755,  two  years  alter  the  death  of  Knobelsdorff,  the 
provincial  master-architect  Johann  Gottfried 
Buring  (1723-  after  1788)  made  a  sketch  for  a 
picture  gallery  annexed  to  the  Orangery,  with  a 
dome.  As  a  result  of  the  Seven  Years  War,  the 
execution  was  delayed  until  1764.  This  completed 
the  balanced  arrangement  of  the  palace  and  two 
matching  complexes  of  buildings.  The  picture 
gallery  was  the  first  building  specifically  designed 
to  house  paintings  on  German  territory.  Hitherto 
it  had  been  customary  to  set  aside  special  rooms 
for  the  purpose  within  the  palace  complex,  such  as 
the  Small  Gallery  in  Sanssouci.  Knobelsdorff  had 
already  established  the  principle  of  removing  a 
particular  type  of  room  from  within  the  palace  and 
making  it  into  a  separate  building  with  his  con- 
struction of  the  Unter  den  Linden  opera  house 
between  1741  and  1743. 

The  architectural  style  used  was  similar  to  that  of 
the  Orangery.  Once  again  there  are  tree-standing 
figures  in  front  of  the  wall  between  the  large 
windows,  and  these  are  chiefly  the  work  of  Johann 
Peter  Benckerts  (1709-1765)  and  Johann  Gottlieb 
Heymullers  (1710/5-1763).  Like  the  heads  on  the 


keystones,  they  are  thematically  related  to  the 
character  of  the  house.  The  internal  space  stretches 
almost  the  entire  length  of  the  building,  with  a  small 
room  at  the  eastern  end  for  small-scale  works,  and  a 
staircase  at  the  western  end  which  creates  a  direct 
link  with  the  upper  terrace  of  the  palace.  With  its 
well-balanced  proportions,  this  gallery  is  one  of 
the  finest  German  museum  buildings.  From  1753 
onwards,  agents  in  several  European  cities  were 
commissioned  to  acquire  paintings  for  the  planned 
gallery.  But  now  Frederick  the  Great  no  longer 
preferred  the  French  masters  of  the  eighteenth 
century  such  as  Watteau,  Lancret,  Pater  and  others, 
with  which  he  had  so  lavishly  furnished  SchloB 
Sanssouci,  but  the  paintings  of  the  Italian 
Renaissance  and  Flemish  and  Italian  works  of  the 
Baroque  period.  This  apparent  change  of  taste  was 
evidence  of  the  king's  ambition,  like  that  of  many 
absolutist  rulers,  to  possess  a  comprehensive  and 
significant  art  collection.  By  1770,  the  gallery 
already  contained  one  hundred  and  sixty  eight 
pictures.  The  paintings  are  displayed  today  as  they 
were  originally,  in  closely  set  rows  along  the  wall 
facing  the  windows.  The  western  wing  is  devoted 
to  Italian  paintings,  the  eastern  one  to  Flemish. 
Works  of  various  Schools  are  displayed  under  the 
dome  and  in  the  room  for  small  format  works. 

The  richness  of  Knobelsdorff  s  imagination  and 
formal  creativity  is  revealed  in  his  smaller  garden 
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buildings  and  grottoes.  In  the  obelisk  erected  in 
1748  and  its  accompanying  portal,  there  is  a  de- 
liberate reflection  of  a  similar  arrangement  which 
Knobelsdorff  created  in  the  residence  used  by 
Frederick  when  he  was  crown  prince  at 
Rheinsberg.  As  we  have  already  mentioned,  the 
influence  of  Rheinsberg  is  visible  not  only  here  but 
also  in  SchloB  Sanssouci  itself.  It  was  a  basic 
principle  of  Frederick  n's  building  activity  to  repeat 
elements  which  had  been  tried  and  found  successful 
over  and  over  again. 

At  the  eastern  foot  of  the  hill  stands  the  last  work 
which  KnobelsdorfF  designed,  the  Grotto  of 
Neptune,  constructed  between  1751  and  1757.  Here 
the  division  between  architecture  and  sculpture  is 
swept  away  by  the  flow  of  water  from  the  jugs  of 
the  naiads  above  the  four  mussel-shaped  marble 
basins  on  either  side  of  the  entrance. 

The  period  between  1751  and  1763  saw  the 
building  not  only  of  the  marble  colonnade  in  the 
deer  park,  but  also  of  another  construction  which 
forms  a  part  of  the  system  of  waterfalls.  The  deer 
park  was  a  region  of  woodland  to  the  west  of  the 
pleasure  gardens,  which  was  designated  for  hunting 
in  1746.  but  was  furnished  with  sculptures  and 
garden  architecture  after  1750.  In  the  centre  of  this 
garden  area,  on  an  extension  of  the  main  avenue, 
stood  the  most  splendid  of  KnobelsdorfF s  garden 
ornaments.  Demolished  in  1797,  it  was  as  if  it  were 
the  German  Rococo  version  of  Jules  Hardouin- 
Mansart's  'La  Colonnade'  in  the  park  at  Versailles. 

Chinese  objets  a" art  had  already  reached  Europe 
and  the  palaces  at  Berlin  and  Potsdam  in  the 


seventeenth  century.  But  it  was  Rococo  art  in 
particular  which  most  welcomed  their  exotic 
toreign  influence,  underlining  their  fragile  delicacy 
with  its  own  playful  forms.  Porcelain,  costumes  and 
interior  decoration  were  produced  in  the  "Chinese 
style'.  An  obvious  example  of  its  effect  in  architec- 
ture is  the  Chinese  teahouse  south-east  of  the  main 
avenue,  which  originally  had  no  direct  link,  except 
a  visual  one,  with  the  main  palace.  This  building  is 
already  shown  in  a  garden  plan  dating  from  175 1/2, 
although  it  was  not  erected  in  the  deer  park 
until  two  years  later.  KnobelsdorfFs  sketchbook 
Number  3827  (now  at  Charlottenburg)  contains  a 
drawing  of  a  Chinese  pagoda,  which  is  also  found  as 
Plate  xi  in  the  third  book  of  Fischer  von  Erlach's 
'Entwurf  einer  Historischen  Architektur'  (1721). 
We  can  probably  assume  that  Knobelsdorff  in- 
tended to  use  this  or  a  similar  pagoda  for  the  deer 
park.  At  least  the  choice  of  a  building  in  the  Chinese 
style  for  this  part  of  the  gardens  seems  to  have  been 
influenced  by  him.  In  1754,  the  king  commissioned 
the  provincial  master-architect  Biiring  to  erect  a 
building  from  one  of  his  own  designs.  His  con- 
temporaries did  not  know  that  Frederick  the  Great 
had  taken  his  inspiration  from  a  similar  structure 
which  the  Polish  king  Stanislaus  Lcszcinsky  had  had 
built  at  Luneville  by  his  architect  Here.  Here 
published  a  volume  of  engravings  of  his  work  at 
Luneville  in  1753,  and  the  king  had  a  copy  of  it  in 
the  StadtschloB  at  Potsdam.  The  structure  is  closely 
linked  with  its  natural  surroundings.  The  ground 
plan  is  in  the  form  of  a  clover-leaf.  Three  small 
rooms,  linked  by  three  open  vestibules,  are  grouped 


11.  Marble  colonnade  in  the  deer  park,  built  by  Knobelsdorff,  1751-1763,  demolished  in  1797. 
Copper  engraving  byj.  D.  Schlcucn.  c.  1770.  Potsdam-Sanssouci ,  Plan  Room. 
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12.  Chinese  teahouse,  interior. 


round  a  central  hall.  The  pillars  shaped  like  palm- 
tree  trunks  and  the  soaring,  tent-like  roof  emphasise 
the  building's  character  as  a  garden  pavilion.  The 
impression  is  strengthened  by  the  imaginative  lite- 
sized  Chinese  figures  by  Benckert  and  Heymuller, 
which  are  gilded  and  stand  in  the  vestibules.  In  its 
inclination  towards  the  exotic,  the  teahouse  is  a  last 
symbolic  expression  of  Baroque  joie-de-vivre.  The 
interior  decorations  and  the  Chinese-style  ceiling 
paintings  by  Thomas  Hiiber  from  drawings  by  Le 
Seur  contribute  to  this  impression.  Since  196]  the 
teahouse  has  been  used  to  exhibit  Chinese  and 
European  eighteenth  century  chinoiserie  porcelain. 

The  Seven  Years  War,  which  began  111  1756, 
prevented  the  completion  of  any  further  projects, 
such  as  the  building  of  the  Neuer  Palais,  and  even 
after  the  war  ended  only  buildings  already  begun, 
such  as  the  Picture  Gallery,  the  Grotto  of  Neptune 
and  the  Marble  Colonnade  were  finished  at  a 
reduced  tempo.  This  was  the  end  of  more  than  a 
century  of  intensive  building  activity  in  Sanssouci, 
which  was  characterised  by  the  ever-present  in- 
fluence of  Frederick  the  Great,  but  is  also  indivisibly 
tied  to  the  name  of  Knobclsdorff.  It  was  he  who 
gave  the  king's  ideas  artistic  form,  and  his  ideas  for 
the  turther  extension  of  Sanssouci  lasted  beyond  his 
death. 

After  1763,  a  new  stage  of  architecture  in  the 
reign  of  Frederick  the  Great  began  with  the  build- 


ing of  the  Neuer  Palais.  Among  the  architects  active 
during  this  period  the  most  important  was  Carl  von 
Gontard  (1731—1791). 

Both  Knobclsdorff  and  Gontard  were  accom- 
panied by  a  large  number  of  outstanding  painters, 
architects,  craftsmen  and  garden  designers,  who 
between  them  created  a  body  of  work  which  has  an 
important  place  in  European  art.  In  recent  years 
extensive  cleaning  and  restoration  work  has  been 
undertaken  in  the  palaces  and  gardens,  and  the 
government  of  the  German  Democratic  Republic 
sets  aside  a  substantial  sum  for  this  purpose  each 
year.  Sanssouci  is  receiving  its  first  comprehensive 
rep  in  s  in  the  palace's  history.  Experienced  scholars, 
restorers  and  craftsmen  are  restoring  the  works  of 
art  to  then  former  beauty,  and  making  them  avail- 
able to  the  cultural  lite  ot  the  community. 

Photographs:  Staatliche  Schlosser  und  Garten  Potsdam- 
Sanssouci:  1—5,  8-12;  Deutsche  Fotothek  Dresden:  6; 
U.  Frewel,  Potsdam:  colour:  c;  K.  G.  Beyer, 
Weimar:  colour:  a,  b,  d— f. 


Hans-Joachim  Giersberg  is  Curator  of 
SchloB  Sanssouci,  Potsdam,  East  Berlin. 
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Prussian  Porcelain  from 
English  private  collections 

DietmarJ.  Ponert 


Frederick  the  Great,  Britain's  ally  in  the  Seven  Years  War.  became  something  of  a 
popular  hero.  As  Dr.  Ponert  points  out,  'there  is  ample  evidence  of  the  sympathy 
and  unbridled  admiration  which  the  English  had  for  this  solitary  spirit  in  his 
multiplicity  of  roles'.  English  porcelain  of  the  period  reflects  this  mood,  and  it  is 
not  surprising  that  English  travellers  eagerly  bought  the  products  of  the  Berlin 
Factory. 


It  will  seem  exceedingly  hard  to  me  to  have  been  in 
Prussia  and  not  to  be  able  to  tell  my  grandsons  that 
I  paid  my  respects  to  Frederick  the  Great. 

James  Boswell,  17641 

A notable  new  acquisition  of  the  Berlin 
Museum  in  West  Berlin  is  a  fine  relief  portrait 
of  Frederick  the  Great  (1712-1786)  from  the 
Royal  Porcelain  Factory  (Konigliche  Porzellan- 
Manufaktur)  in  Berlin.  It  is  a  tondo  in  bisque 


1.  Relief  portrait  of  Frederick  the  Great  of  Prussia, 
byjohann  Georg  Muller,  bisque  porcelain, 
Royal  Porcelain  Factory,  Berlin,  1785. 
Diameter:  14  cm. 
Berlin  Museum,  West  Berlin. 


porcelain  in  a  moulded,  glazed  and  partly  gilt 
frame,  with  a  hole  at  the  top  to  hang  it  by  and  the 
signature  'J  G  Muller  fee  1 785  stamped  on  the  front 
(No.  i).2  It  is  directly  comparable  with  the  copy 
shown  by  Georg  Lenz  with  its  companion  piece, 
representing  Frederick's  successor  on  the  throne, 
Friedrich  Wilhelm  11  (1 744-1 797)  as  prince  of 
Prussia.3  This  pair  have  a  more  extensive  dec- 
oration of  the  frame  with  gold  etched  laurel 
wreaths  and  the  signature  'J.  G.  Muller  fee:  178^ 
engraved  on  the  back.  The  companion  piece  to  the 
tondo  of  Frederick  the  Great  in  the  Berlin  Museum 
was  recently  acquired  from  SchloB  Charlottenburg 
in  West  Berlin.  It  is  a  relief  portrait  of  Prince 
Heinrich  of  Prussia  (1726— 1802),  the  brother  of 
Frederick  the  Great  (No.  2). 4  This  too  carries  the 
artist's  signature  engraved  on  the  back,  but  with  a 
later  date  -  J  G  Muller  fee:  1787'.  This  date  is  also 
that  of  the  casting  of  the  portrait  of  Frederick  and 
explains  the  different  form  of  the  signature.  A  year 
after  the  death  of 'Old  Fritz'  the  portrait  of  Prince 
Heinrich  was  created  as  a  substitute  for  the  one  of 
Prince  Friedrich  Wilhelm,  who  was  now  the 
reigning  king,  and  matched  with  a  new  casting  of 
the  tondo  of  Frederick.  By  contrast  with  the  'first 
edition",  which  had  the  artist's  signature  inscribed 
on  the  back  in  his  own  hand,  the  new  version  simply 
had  it  stamped  on  the  front.5  Finally,  for  the  year 
1789  a  new  tondo  portrait  of  Friedrich  Wilhelm 
was  produced,6  in  profile  facing  right,  so  that 
whichever  arrangement  of  the  individual  pieces  in 
the  series  was  adopted  the  crowned  head  could 
always  appear  in  the  heraldically  correct  position. 

Johann  Georg  Muller  (died  1789)  was  probably 
apprenticed  to  the  Royal  Porcelain  Factory  as  early 
as  1763.  As  a  sculptor,  he  was  the  closest  associate 
of  the  master  modeller  Friedrich  Ehas  Meyer,  to 
whose  style  he  remained  faithful  on  succeeding  him 
in  1786.  However,  scholars  and  connoisseurs  have 
tended  to  judge  his  own  works  as  of  little  artistic 
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2.  Relief  portrait  of  Prince  Heinnch  of  Prussia, 
byjohann  Georg  Miiller.  bisque  porcelain. 
Royal  Porcelain  Factory,  Berlin,  1787. 
Diameter:  14  cm. 
Schlofi  Charlottenburg,  West  Berlin. 

merit.7  These  portrait  medallions,  which  unusually 
bear  his  full  signature  and  a  date,  suggest  that  some 
revaluation  is  due  in  this  field  at  least. 

The  portrait  of  Frederick  the  Great  (No.  i)8  is 
one  of  considerable  significance  and  authenticity, 
despite  the  fact  that  Frederick  did  not  sit  for  any 
artists  after  1739  and  Miiller  must  have  had  to  rely 
on  previous  models  in  medallion  portraiture  and 
graphic  art.  It  was  produced  in  the  penultimate  year 
of  the  king's  life,  and  there  are  no  comparable 
portraits  of  him  from  this  period.9  On  4  January 
1785,  Frederick  made  an  extensive  visit  to  the 
Porcelain  Factory,  no  doubt  for  the  last  time. 10  The 
high  quality  of  Miiller's  tondo  has  been  previously 
overlooked.  However,  its  delicate,  penetrating 
characterisation,  with  its  decisive  individuality  of 
features,  is  comparable  only  with  Anton  Graff s 
portrait  of  1 781, 11  and  strongly  suggests  that  the 
sculptor  took  this  opportunity  to  make  his  initial 
studies  from  the  life. 

The  finest  piece  of  the  series  is  undoubtedly  the 
portrait  of  Prince  Heinrich  (No.  2).  Here  it  is  as 
though  the  capabilities  displayed  in  the  portrait  of 
Frederick  are  brought  to  pulsating,  full-blooded 
life.  In  the  face  of  this  sensitive  artistic  statement, 
Frederick  appears  a  little  subdued,  his  glance  lacks 
life. 


The  pictorial  dialogue  between  the  king  and  his 
brother,  as  we  have  emphasised  it  here,  gains 
poignancy  from  its  biographical  and  historical 
background. 12  The  similarity  of  their  military  and 
political  gifts,  as  well  as  their  artistic  ambitions, 
seems  to  have  been  grounds  for  both  a  mutual 
attraction  and  repulsion.  The  most  attractive  por- 
trayal of  this  relationship,  and  the  most  just  appre- 
ciation of  the  spiritual,  artistic  and  human  qualities 
of  Prince  Heinrich,  is  given  by  Theodor  Fontane 
(1819-1898)  in  the  chapter  entitled  'Rheinsberg' 
in  his  "Wanderungen  durch  die  Mark  Branden- 
burg'.13 Frederick  had  given  the  castle  at 
Rheinsberg  (colour  A  and  b)14  to  his  brother 
Heinrich  in  1744.  After  the  end  of  the  Seven  Years 
War  (1756-1763),  which  won  Heinrich  the  reputa- 
tion of  an  invincible  military  commander  in  Prussia 
and  Europe,  this  locus  amoenus  became  a  centre  of 
courtly  life.  Its  significant  theatrical  and  operatic 
productions,  its  cultivation  of  music  and  literature, 
its  brilliant  social  occasions  enabled  it  to  outshine 
the  royal  court  itself. 15  A  more  enthusiastic 
Francophile,  Heinrich  was  in  all  respects  more  pro- 
gressive than  his  brother.  He  favoured  the  younger 
generation  of  French  writers  and  philosophers.  He 
preferred  the  operas  of  Puccini,  Sacchini  and  Gluck 
to  those  of  Graun  and  Hasse,  and  the  compositions 
of  Joseph  Haydn  to  those  of  the  sons  of  Bach. 
Performances  of  the  latter  were  arranged  by  his 
chapel  master  Johann  Peter  Salomon,  who  after- 
wards initiated  the  composer's  triumph  in  London 
(1791).  The  most  extensive  of  the  princely  palaces 
was  that  in  Berlin,  which  Frederick  the  Great  had 
built  for  his  brother  between  1748  and  1764,  the 
great  sprawling  Forum  Fridericiani  dominating  the 
ceremonial  avenue,  Unter  den  Linden.16  But 
Heinrich  only  occupied  this  briefly  in  the  winter 
months  and  later  handed  it  over  as  a  permanent 
dwelling  to  his  wife,  Princess  Wilhelmine  von 
Hessen-Kassel.  The  prince  showed  considerable 
diplomatic  skill  on  repeated  missions  abroad,  which 
greatly  advanced  Prussia's  international  standing. 
He  also  made  a  great  personal  impact  on  Pans 
society  on  his  visits  there  in  the  years  1784  and 
1 788/9. 17  Only  the  rumblings  of  revolution  pre- 
vented his  stay  in  the  French  capital  from  becoming 
permanent. 

The  outstanding  portrait  by  the  master  model- 
maker  of  the  Royal  Porcelain  Factory  serves  to 
draw  our  attention  to  the  prince's  connections  with 
this  undertaking  of  his  brother's,  which  have 
hitherto  not  been  sufficiently  noticed.  Not  only  did 
Heinrich  make  significant  purchases  from  the 
factory,  ordering  its  products  and  making  gifts  of 
them.  He  also  accompanied  the  royal  guests  whom 
Frederick  encouraged  to  visit  the  sales  warehouse  in 
Berlin,18  and  represented  the  Factory's  interests 
with  his  contacts  abroad.  After  returning  from  his 
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first  stay  in  Paris  with  a  prized  gift  of  costly  Sevres 
porcelain,19  the  prince  lent  it  to  the  Factory  as  an 
example  worthly  of  imitation,  and  clearly  did  not 
share  his  brother's  aesthetic  reservations  about  it.20 
Against  this  background,  Johann  Georg  Miiller  will 
certainly  have  worked  with  particular  enthusiasm 
on  the  portrait  of  Prince  Heinrich,  who  was  by  no 
means  so  reluctant  a  sitter  as  his  brother  Frederick. 

On  the  back  of  each  tondo  portrait  is  a  similar 
inscription  written  in  ink  in  an  old-fashioned  hand : 
'Bought  by  Henry  George  [?]  Lewis  at  Paris,  May 
1788  Malvern  HaW.21  Malvern  Hall  is  a  country 
seat  on  the  outskirts  of  Solihull,  south-east  of 
Birmingham  in  the  county  of  Warwickshire.  It  was 
built  in  the  early  eighteenth  century  by  the 
Greswold  family,  extended  and  refurnished  by 
Soane  in  the  1780s,  belonging  then  to  the  Lewis 
family.22  This  historical  proof  of  the  acquisition  of 
the  relief  portraits  by  an  Englishman  -  in  the  place 
and  the  year  in  which  Prince  Heinrich  achieved  his 
greatest  personal  triumph  -  is  a  significant  in- 
dication of  the  general  esteem  in  which  Frederick 
the  Great  was  held  in  England  at  the  time. 

There  is  ample  evidence  of  the  sympathy  and 
unbridled  admiration  which  the  English  had  for  this 
solitary  spirit  in  his  multiplicity  of  roles  -  the 
victorious  commander,  the  statesman,  philosopher, 
musician,  the  master-builder  and  collector,  the  ally 
of  the  English  king.  It  appears  in  English  porcelain 
of  the  period  -  jugs  and  plates  from  the  Worcester 
and  Bow  factories  in  the  years  1756/7  bear  the 
portrait  of  Frederick  the  Great,  applied  by  the 
transfer  process  invented  by  Robert  Hancock,23 
and  accompanied  by  the  legend  'The  Prussian 
hero'.  And  neither  the  political  pronouncements  of 
Horace  Walpole  or  Andrew  Mitchell,  nor  the 
travel  accounts  of  Charles  Burney24  or  William 
Wraxall25  can  match  the  hero-worship  of  James 
Boswell.  The  subjectivity  and  enthusiasm  of  his 
tone  is  unmistakable: 

/  then  went  to  the  Parade.  I  saw  the  King.  It  was  a 
glorious  sight.  He  was  dressed  in  a  suit  of  plain  blue , 
with  a  star  and  a  plain  hat  with  a  white  feather.  He 
had  in  his  hand  a  cane.  The  sun  shone  bright.  He 
stood  before  his  palace,  with  an  air  of  iron  confidence 
that  could  not  be  opposed.  As  a  loadstone  moves 
needles,  or  a  storm  bows  the  lofty  oaks,  did  Frederick 
the  Great  make  the  Prussian  officers  submissive  bend 
as  he  walked  majestic  in  the  midst  of  them.  I  was  in 
noble  spirits,  and  had  a  full  relish  of  this  grand  scene 
which  I  shall  never  forget.  I  felt  a  crowd  of  ideas.  I 
beheld  the  king  who  has  astonished  Europe  by  his 
warlike  deeds.  I  beheld  (pleasant  conceit! )  the  great 
defender  of  the  Protestant  cause,  who  was  prayed  for 
in  all  the  Scots  kirks.  I  beheld  the  '  Philosophe  de 
Sans  Souci'.  I  have  really  a  little  mind,  with  all  my 
pride.  For  I  thought  one  might  well  endure  all  the 
fatigues  of  war,  in  order  to  have  an  opportunity  of 
appearing  grand  as  this  monarch.26 


The  fact  that  Henry  George  Lewis  shared  some  of 
this  feeling  on  his  visit  to  Paris  in  1788  is  evident 
from  his  acquisition  of  souvenirs  of  Frederick  the 
Great  and,  significantly,  of  his  brother.  And  he 
could  hardly  have  shown  greater  taste,  sensitivity 
and  appreciation  of  artistic  quality  than  by  acquir- 
ing these  two  portraits  from  the  Royal  Porcelain 
Factory  in  Berlin. 

Another  item  originally  in  an  English  private 
collection  is  a  piece  of  'political  porcelain',  an 
allegorical  group  from  the  Berlin  Factory  celebrat- 
ing the  Treaty  of  Basle  of  1795  (No.  4), 27  the 
history  of  which  is  unusually  well  documented.  It 
was  first  shown  to  the  public  at  the  exhibition  of  the 
Academy  of  Plastic  Arts  (Akademie  der  bildenden 
Kiinste)  in  Berlin  in  1795,  and  is  described  in  the 
catalogue  under  Number  276  as  follows: 

Allegorical  group  in  bisque  porcelain  on  the  peace 
treaty  of  5th  April  1795.  Friedrich  Wilheim  II 
appears  in  old  German  armour,  recognisable  by  his 
facial  features  and  royal  cloak.  In  majestic  pose  and 
with  persuasive  gestures,  he  amiably  hands  over  her 
rights  to  the  goddess  Europa,  while  peace  in  the  form 
of  a  winged  youth  offers  the  goddess  a  palm  branch. 
Behind  the  king  sits  the  ancient  goddess  of  justice, 
Nemesis,  holding  the  measure  with  which  she 
impartially  judges  the  value  oj  men's  deeds.  Beneath 
her  is  a  wheel  indicating  the  swiftness  with  which  she 
rewards  noble  actions,  restrains  pride  and  arrogance 
and  punishes  hidden  wickedness.  The  base  of  the 
group  bears  the  words  fustam  Europae  pacem. 
(A  just  peace  jor  Europe.) 

However,  the  Factory's  pattern  book  records  its 
creation  as  number  121 1  as  early  as  June  179228  and 
gives  the  original  explanation  of  its  contents  as  a 
celebration  of  the  role  of  Friedrich  Wilheim  11  of 
Prussia  as  arbitrator  at  the  treaty  of  Jassy,  which 
concluded  Austria  and  Russia's  conflicts  with  the 
Turks.  The  outbreak  of  the  first  War  of  Coalition  in 
the  wake  of  the  French  Revolution  a  few  weeks 
later  obviously  rendered  the  representation  of  the 
king  as  a  bnnger  of  peace  inappropriate.  The  casting 
of  the  finished  model  therefore  had  to  be  postponed 
until  'in  1795  it  again  became  to  some  extent 
apposite'.29 

There  was  a  bitter  irony  in  the  fact  that  the 
renamed  group  appeared  on  the  table  at  the  cele- 
bration of  the  Treaty  of  Basle  on  10  May  1795  in 
Friedrich  Wilheim  n's  residence,  the  Marble  Palace 
at  Potsdam.  For  the  credit  for  this  treaty  lay 
exclusively  with  Prince  Heinrich,  whom  the  new 
king  could  not  forgive  for  the  fact  that  in  1776 

Colour. 

Carl  Benjamin  Schwahz. 
Views  of  the  Castle  at  Rheinsberg,  c.  1787, 
coloured  etching.  24  x  33.5  cm. 
Berlin  Museum,  West  Berlin. 
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3.J0HANN  David  Schleuf.n. 

View  of  Prince  Heinrich's  Palace  in  Berlin,  c.  1750, 

copper  engraving,  20.5  x  32.5  cm. 

Berlin  Museum,  West  Berlin 


Frederick  the  Great  had  decided  to  install  the  prince 
as  regent,  ignoring  the  lattcr's  own  claims  to 
succession.  The  group  was  cast  by  the  master 
pattern-maker  of  the  Factory,  Karl  Friedrich  Riese, 
the  successor  to  Johann  Gcorg  Miiller;  the  original 
design  was  by  Gottfried  Schadow  and  a  clay  model 
made  by  his  pupil  Schwartzkopf  30  The  copy 
shown  is  notable  for  being  glazed.  The  sharpness 
and  precision  of  detail  on  the  edges  and  surfaces  -  as 
well  as  the  marking  indicate  that  it  was  cast 
around  the  time  when  the  model  was  created.31 
There  is  also  the  fact,  demonstrated  in  other  figures 
of  the  period,  that  the  Berlin  Factory  was  slow  to 
relinquish  glazing  in  favour  of  the  French  taste  for 
bisque  porcelain,  except  in  the  case  of  a  specific 
order  from  the  court. 


Dr.  Dietmar  J.  Ponert  is  a  Curator 
at  the  Berlin  Museum,  West  Berlin. 
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reader.  Original  111  French. 

'Boswell  on  the  Grand  Tour:  Germany  and  Switzerland' 
1764,  ed.  F.  A.  Pottle,  London  1953,  p.  44. 

2.  Sceptre  marking  on  back.  Diameter:  14  cm. 
Gilding  renewed. 

3.  Georg  Lenz.  'Berliner  Porzellan.  Die  Manufaktur 
Friednchs  des  Grossen',  Berlin  191 3,  Vol.  11,  pis.  790 
and  792. 

4.  Sceptre  marking  on  back.  Diameter:  14  cm.  Gilding  old 
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4.  Allegory  on  the  Treaty  of  Basle  of  17Q5, 

by  Gottfried  Schadow  and  Friednch  Riese, 
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Some  clocks  of 
Frederick  the  Great 


Winfried  Baer 


Before  the  last  war,  the  royal  palaces  of  Berlin  and  Potsdam  contained  a  unique 
collection  of  magnificent  clocks,  the  larger  part  of  which  were  manufactured  or 
acquired  during  the  long  reign  of  Frederick  the  Great  (1740— 1786). 1  Particularly 
noticeable  were  the  impressive  number  of  Parisian  clocks  which  the  king  pur- 
chased chiefly  in  the  period  between  1740  and  1755. 


The  immigration  of  the  Huguenots  following 
the  revocation  of  the  Edict  of  Nantes,  1685,  had 
had  an  important  cultural  impact  on  Berlin,  which 
had  borne  fruit  especially  in  the  field  of  artistic 
handicrafts.  But  the  height  of  French  influence 
came  in  the  time  of  Frederick  the  Great,  and  during 
his  years  as  Crown  Prince.  In  the  period  when  he 
was  beginning  to  organise  an  independent  life  for 
himself,  he  created  an  ideal  world,  based  on  French 
cultural  concepts,  in  the  arcadian  idyll  of  SchloB 
Rheinsberg.  His  friendship  with  Voltaire,  which 
lasted  despite  many  quarrels  until  the  poet's  death, 
was  a  decisive  factor  in  this  strong  French  con- 
nection. Frederick's  literary  education  and  philo- 
sophical thinking  were  essentially  the  fruit  of  his 
intercourse  with  the  French  Enlightenment.  French 
painting  was  one  of  his  favourite  fields  as  a  collector, 
particularly  the  works  of  Watteau  and  Lancret. 
After  his  accession  to  the  throne  in  1740,  and 
especially  after  Count  Rothenburg  went  to  Paris  as 
Prussian  ambassador  in  1744,  works  of  French 
craftsmanship  were  acquired  for  the  furnishing  of 
his  residences  at  Charlottcnburg,  Berlin,  Potsdam 
and  Sanssouci.  And  apart  from  some  priceless  rock- 
crystal  chandeliers,  clocks  were  among  the  most 
significant  items.  Two  hitherto  unpubhcised  clocks 
of  the  King's,  which  were  purchases  on  his  behalf  in 
Paris,  provided  the  basis  for  this  article. 

In  1972  h.r.h.  Prince  Louis-Ferdinand  of 
Prussia  lent  to  SchloB  Charlottcnburg  (New  Wing, 
Frederick  the  Great's  Study)  a  magnificent,  ele- 
gantly proportioned  long-case  clock,  the  mechan- 
ism of  which  bears  the  mark  'Stollewerck  a  Paris' 
(colour).  The  case  is  sparingly  inlaid  with  coloured 
horn  and  mother-of-pearl  on  brass,  and  has  rich 
ornamental  metalwork  of  engraved,  fire-gilded 
bronze.  The  theme  of  the  metal  ornaments  is 
hunting.  The  clock  is  crowned  by  a  figure  of  Diana, 
there  are  boar's  heads  at  the  sides,  and  the  works  are 
supported  on  four  reclining  hinds.  There  are  also 
hunting  emblems  in  the  marquetry  w:ork.  This 


timepiece  is  closely  related  to  two  almost  identical 
clocks  from  the  former  ResidenzschloB  in 
Dresden2  and  another  in  the  Neuer  Palais  in 
Potsdam,3  which  is  distinguished  by  its  ebony 
marquetry  work  and  turns  out  to  have  been  made  in 
the  nineteenth  century.  In  1970,  Henry  H.  Hawley4 
attributed  all  these  clocks  tojean  Pierre  Latz  in  Paris 
and  placed  their  date  of  manufacture  c.  1740. 
Hawley's  attribution  was  confirmed  in  the  case  of 
the  clock  now  in  Charlottenburg,  when  during  the 
course  of  restoration  the  legend  7.  P.  Latz'  was 
discovered  stamped  twice  on  the  heartwood  of  the 
plinth  (No.  1). 


V) 

1  Signature  ofj.  P.  Latz 

stamped  on  the  plinth 

ot  the  long-case  clock. 

Schlofi  Charlottenburg. 

Jean  Pierre  Latz  was  born  around  1696  in  the 
Electorate  of  Cologne  and  came  to  Paris  around 
1 719.  He  must  have  been  active  as  a  cabinet-maker 
before  that  time,  but  it  is  not  until  1 74 1  that  we  find 
the  first  documentary  description  ot  him  as 
'Ebeniste  pnvilcgie  du  Roy'.  From  this  we  must 
assume  that  he  worked  as  a  collaborator  in  another 
workshop  before  receiving  his  licence.  As  it  was 
particularly  difficult  to  become  a  member  of  the 
Paris  guild  at  this  time,  Latz  was  forced  to  carry  on 
his  business  outside  its  jurisdiction.  He  acquired  a 
house  on  the  estate  of  the  Abbey  of  St.  Antoine  in 
the  rue  du  Faubourg  de  St.  Antoine.  His  first  wife 
died  in  1 74 1  and  a  second  marriage  with  Marguerite 
Queneken  brought  him  obvious  professional  ad- 
vantages. Latz  seems  to  have  gained  better  con- 
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nections  with  the  court  through  his  father-in-law, 
who  had  the  title  of 'Entrepreneur  des  bastiments'. 
In  1749  a  committee  from  the  Paris  guild  inspected 
Latz's  establishment  and  ruled  that  as  a  cabinet- 
maker he  was  acting  illegally  in  making  the  metal 
fittings  for  his  furniture  himself.  All  models  and 
uncompleted  fittings  were  then  sealed  and  had  to  be 
brought  to  Paris.  It  is  clear  that  after  1749  Latz 
adhered  to  the  stipulations  of  the  Paris  committee, 
for  on  his  death  on  4  August  1754,  his  followers 
included  a  number  of  bronze-workers  and  gilders. 
His  widow,  whom  Latz  had  designated  as  'mait- 
resse  menusiere  privilegiee  du  Roy'  on  2  May  1754, 
in  anticipation  of  his  death,  carried  on  the  business 
until  her  own  death  on  7  December  1756. 5  The 
clock  at  SchloB  Charlottenburg  is  the  third  signed 
clock  case  by  Latz  so  far  known.6  The  signature 
indicates  that  it  must  be  dated  after  1 75 1 ,  since 
before  this  time  cabinet-makers  were  not  in  the 
habit  of  marking  their  work  with  an  'estampille'. 
Hawley7  also  maintains  the  view  that  signed  pieces 
of  furniture  issued  from  the  Latz  workshop  only  in 
the  last  years  of  his  life,  or  in  the  two  years  after  his 
death  when  his  widow  was  carrying  on  the  business. 
This  clock  may  therefore  be  dated  somewhere 
between  175 1  and  1757.  The  dating  is  certainly  not 
contradicted  by  the  collaboration  of 'Stollewerck', 
probably  Michel  Stollewerck,  who  became  'maitre 
horloger'  in  Paris  in  1746  and  is  known  to  have  still 
been  there  in  1775. 

A  problem  is  presented  by  a  third  signature  on 
the  Charlottenburg  clock,  which  was  also  revealed 
during  the  course  of  restoration.  The  majority  of 
the  projecting  bronze  fittings  are  marked  on  the 
back  with  the  letter  'b\  about  three  centimetres 
high,  carefully  engraved  on  a  hatched  background. 
This  is  clearly  the  monogram  of  the  bronze-caster 
and  further  confirmation  of  a  late  dating,  after 
the  inspection  of  the  workshop  by  the  Paris  guild 
in  1749.  Among  the  names  which  Hawley8  has 
gathered  from  documents  relating  to  the  life  of 
J.  P.  Latz,  there  is  only  one  'maitre  fondeur'  to 
whom  this  monogram  could  possibly  be  applied. 
This  is  Ange  Joseph  Le  Blanc,  who  was  one  of  the 
three  members  of  the  Paris  guild  of  bronze-casters 
who  had  expressly  forbidden  Latz  to  produce  his 
own  bronzes. 

Most  closely  related  in  style  to  the  long-case 
clock  at  Charlottenburg,  especially  in  its  baluster- 
shaped  columns,  is  the  large  clock  from  the  Bronze 
Hall  of  the  StadtschloB  at  Potsdam  (No.  2),  which 
was  lost  during  the  war.  This  magnificent  clock, 
with  rich  Boulle  inlays  (premiere-partie)  and  abun- 


Colour. 

Parisian  long-case  clock  in 

SchloB  Charlottenburg,  c.  1751-1756. 

Case:  Jean-Pierre  Latz; 

Mechanism:  Stollewerck. 

Height:  2.70  m. 

Loaned  by  Prince  Louis-Ferdinand  of  Prussia. 
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dant  gilded  bronze  fittings  contained  a  mechanism 
by  Francois  Beckaert  from  Paris.9  It  was  displayed 
in  the  royal  banqueting  hall,  which  with  its  fire- 
gilded  bronze  wall  decorations  (1754/5)  is  amoflg 
the  most  expensively  furnished  of  Frederick's 
interiors.  In  accordance  with  this  prominent  posi- 
tion it  is  probably  the  most  expensive  and  im- 
pressive of  the  king's  clocks. 

Hawley's10  attribution  of  the  clock  to  J.  P.  Latz 
seems  convincing  in  view  of  several  important 
points  which  it  has  in  common  with  other  works 
known  to  have  been  made  by  Latz.  Its  notional 
dating  of  c.  1745  seems  a  little  too  early  if  one 
compares  it  with  the  Charlottenburg  clock,  and  it 
can  more  probably  be  placed  after  1 75 1 ,  perhaps 
even  at  the  time  of  the  furnishing  of  the  Bronze  Hall 
itself. 

Another  long-case  clock  which  has  been  attri- 
buted to  J.  P.  Latz  (No.  3) 1 1  is  also  probably  among 
his  later  works.  The  case  is  veneered  in  rosewood 
and  decorated  with  lattice-and  flower-patterned 
inlays  in  partially  coloured  rosewood  and  maple 
and  elaborate  fittings  of  fire-gilded  bronze.  It  is 
topped  by  a  figure  of  Apollo.12  The  work  is  signed 
'joannes  biesta  a/a  Paris'.  Originally  standing  in 
the  Marshal's  Banqueting  Hall  in  the  StadtschloB  at 
Potsdam,  this  fine  piece  of  work  is  now  in  the  Neuer 
Palais  in  the  same  town.  It  is  possibly  mentioned  in  a 
document  drawn  up  after  Latz's  death  in  1754, 
which  describes  a  clock  made  for  the  king  of  Prussia 
as  'une  boite  de  pendule  a  secondes  garnie  de  ses 
bronzes  dorez  d'or  moulu,  prisez  quatorze  cent 
cinquante  livres'.  A  'pendule  a  secondes'  normally 
has  a  pendulum  about  one  metre  long,  which 
reaches  down  to  the  middle  of  the  case  and  is  visible 
through  a  window,  and  this  is  certainly  true  of  the 
clock  in  Potsdam.  The  same  document  mentions  'le 
sieur  Biesta,  horloger'  as  a  debtor  of  the  Latz 
establishment.  The  entry  may  refer  to  a  payment 
which  Latz  could  have  made  for  a  mechanism  by 
Biesta,  possibly  the  one  for  this  French  clock. 

Hawley  also  attributes  to  Latz  two  further  clocks, 
both  of  which  were  originally  intended  for  the 
room  in  which  they  still  stand,  the  king's  study- 
bedroom  at  Sanssouci.  One  of  these  is  another  long- 
case  clock  with  Boulle  inlay  and  fire-gilded  bronze, 
which  is  crowned  by  a  figure  of  Chronos  (No.  4). 13 
A  large  number  of  the  bronze  fittings  are  marked 
with  a  crowned  'c'.  The  mechanism  is  signed 
'Charost  a  Paris',  the  maker  probably  being  Jean 
Charost,  who  became  a  master  clock-maker  in 
1737.  Again  there  is  an  almost  identical  timepiece 
from  the  former  ResidenzschloB  in  Dresden.  This  is 
probably  the  clock  mentioned  in  a  note  from  Count 
Rothenburg  to  the  king  in  1746:  'Pour  une  grande 
pendule  sur  1111  piedestal  dore  d'or  moulu  et 
d'ecaille  .  .  .  1500  ecus'. 

Another  item  attributed  to  Latz  is  an  elegant 


^4 


Some  clocks  of  Frederick  the  Great 


Left. 

2.  Parisian  long-case  clock  from  the 
StadtschloB  at  Potsdam,  after  175 
Case:  attributed  to  Jean-Pierre  Latz 
Mechanism:  Francois  Beckaert. 

Right. 

3.  Parisian  long-case  clock  from  the 
StadtschloB  at  Potsdam,  1754. 
Case:  attributed  to  Jean-Pierre  Latz 
Mechanism: Joannes  Biesta. 
Height:  2.80  m. 
hleuei  Palais,  Potsdam. 

Far  right. 

4.  Parisian  long-case  clock  from 
SchloB  Sanssouci,  i74f)- 
Case:  attributed  to  Jean-Pierre  Latz 
Mechanism :  Jean  Charost. 
Height :  2.58  m. 
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bureau  plat  with  a  cartonnier  with  cedarwood  veneer 
on  oak,  and  fire-gilded  bronze  fittings  which  bear  a 
crowned  'c\14  The  clock  mechanism  over  the 
cartonnier  is  signed  'Le  Mo]itie  et  Belle  Jean  A  Paris'. 
The  monstrance-like  clock  case  is  flanked  by 
allegorical  figures  of  Time  and  Truth  sculpted  in  the 
round,  and  crowned  by  two  putti,  one  of  which 
holds  a  torch.  The  king  so  valued  this  piece  of 
furniture  that  he  had  it  copied  twice,15  once  with 
solid  silver  fittings  for  his  study-bedroom  in  the 
StadtschloB  at  Potsdam,  and  a  second,  simpler 
version  for  the  StadtschloB  at  Breslau,  which  was 
made  in  1746  by  the  bronze  worker  and  cabinet- 
maker Johann  Melchior  Kambly  in  Potsdam.  Two 
notes  between  the  king  and  Count  Rothenburg 
referring  to  this  dual-purpose  piece  of  furniture  also 
date  from  1746  and  confirm  that  it  was  purchase  in 
the  same  year.  A  detail  from  the  records  of  the  Latz 
establishment  from  1754  and  175616  indicates  that 
the  Prussian  king  made  further  purchases  there  or 
certainly  had  the  intention  of  doing  so.  One  of  the 
items  mentioned  is  a  highly  unusual  long-case  clock 
in  the  form  of  a  palm-tree  of  fire-gilded  bronze : 
'Un  palmier  en  pendule  aussi  de  fonte  et  de  cuivre, 
servant  de  modele'.  Frederick  the  Great  favoured 
palm-trees  as  a  wall  decoration  for  his  living  rooms 
-  as  for  example  in  the  writing  room  constructed  in 
the  Berlin  SchloB  in  1745  (now  destroyed)  -  and 
was  clearly  interested  in  this  outlandish  palm-tree 
clock.  On  a  quotation  for  this  item  from  Paris, 
provided  by  his  valet  Fredersdorf,  the  king  wrote  in 
1753  :  'I  must  see  the  design'.17 

It  is  not  known  whether  this  palm-tree  clock 
reached  the  Prussian  court,  but  it  clearly  also 
aroused  interest  in  Dresden,  for  Dohme18  describes 
a  bronze  pendulum  clock  of  a  similar  nature  from 
the  ResidenzschloB  in  Dresden  (lost  during  the 
war).  This  renewed  coincidence  of  interests  be- 
tween the  kings  of  Prussia  and  Saxony  is  worth 
noting.  It  is  known  that  Frederick  the  Great 
conducted  some  of  his  purchases  of  art  works 
through  'Monsieur  Petite,  commissionnaire  du 
Roy  de  Prusse'.  In  a  document  drawn  up  at  Latz's 
death,  there  appears  as  one  of  his  debtors  a 
'Monsieur  Leleux,  agens  du  Roy  de  Prusse',  owing 
Latz  the  sum  of  two  thousand,  one  hundred  and 
twenty-six  pounds.  As  Lelcu  is  otherwise  known 
only  as  a  purveyor  to  the  court  of  Saxony,  this 
entry,19  unless  it  is  a  simple  scribe's  error,  would 
seem  to  offer  an  explanation  of  the  many  common 
items  in  the  purchases  of  clocks  made  by  the 
Prussian  and  Saxon  courts. 

The  second  hitherto  unpublicised  clock  of 
Frederick  the  Great  is  a  'pendule  a  Cartel'  in  fire- 
gilded  bronze  (No.  5),  the  case  of  which  was 
salvaged  from  the  ruins  of  SchloB  Monbijou  (the 
Hohenzollcrn  Museum)  and  after  painstaking  re- 
storation once  more  found  a  place  in  Frederick  the 
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Right. 

6.  Parisian  pendulum  clock 
from  the  Neucr  Palais,  c.  1750 
Mechanism:  Stollewerck. 
Height:  3.04  m. 
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Great's  residence  at  SchloB  Charlottenburg.  Before 
its  destruction  in  Monbijou  the  clock  had  been 
mounted  on  the  panelling  of  the  Cedarwood 
Room  as  a  memorial  to  the  king.  The  case  is  formed 
like  an  ornamental  cartouche  with  c-shaped  scrolls, 
rocailles  and  flowers,  completely  rejecting  the 
customary  formation  of  a  dial-case.  It  is  crowned  by 
an  eagle,  which  is  counterbalanced  by  a  diagonally 
suspended  Fama  beneath  the  clock-face.  This  clock- 
case  shows  the  hand  of  a  sculptor  of  genius,  whose 
inventive  composition  is  clearly  influenced  by  the 
work  ofJuste-Aurele  Meissonnier.20  It  is  clear  that 
only  a  small  number  of  these  clocks  were  produced 
as  only  one  similar  piece  is  at  present  known,  in  the 
Palais  du  Luxembourg  in  Paris.21  The  crowned  'c' 
stamped  on  the  metal  work  enables  us  to  date  the 
clock  between  1745  and  1749.  The  original  mechan- 
ism was  lost  in  the  destruction  of  SchloB  Monbijou. 

Among  the  most  interesting  clocks  in  the  pos- 
session of  the  Prussian  king  is  an  imposing,  indeed 
majestic  clock  (No.  6),  whose  external  appearance  is 
still  Regency  in  character,  but  in  which  a  number  of 
details  look  forward  to  the  Rococo  period.22  In  his 
description  of  the  Marble  Palace  at  Potsdam  in 
1798,  Horvath23  describes  it  as  'a  chiming  clock, 
which  Frederick  11  purchased  from  the  auction  of 
the  Marquise  de  Pompadour  and  hitherto  stood  in 
the  new  SchloB'.  This  clock  could  not  however  be 
traced  in  the  extensive  inventories  of  Madame  de 
Pompadour,  who  died  in  1764, 24  although  these 
were  not  carried  out  in  very  great  detail.  The 
mechanism  has  cylinder  and  bell  chimes  and  dis- 
plays showing  the  date  and  aspects  of  the  sun  and 
moon,  and  is  signed  'Stollewerck  a  Paris'.  The  case 
is  of  exceptional  quality,  decorated  with  Boulle 
inlay  and  rich  bronze  fittings.  It  is  crowned  by  a 
pelican  which  has  flown  onto  its  burning  nest  to 
rescue  its  young,  a  symbol  of  motherly  love. 
Beneath  the  clock  face  is  the  figure  of  a  woman 
enthroned  on  trophies  and  with  a  feather  headdress, 
accompanied  by  a  child  which  is  binding  a  lictor's 
bundle.  The  symbolism  of  this  group  is  obscure,  but 
it  is  possibly  an  allegory  of  peace.  The  carefully 
grouped  war  trophies  are  floating  on  a  mushroom- 
shaped  cloud  from  which  dragon's  wings  project. 
Four  dragons  are  seated  on  soaring,  s-shaped 
footbridges,  their  open  mouths  pointing  towards 
this  symbolic  vision.  At  the  approach  to  the  foot- 
bridges are  four  mussels.  Four  figures  of  children 
seated  on  clouds  flank  the  glazed  clock  case  at  the 
bottom,  while  busts  personifying  the  four  seasons 
support  the  roofing.  Since  the  clock  carries  no 
crowned  'c'  markings,  and  Stollewerck  did  not 
acquire  his  master's  licence  in  Paris  until  1746,  the 
piece  can  probably  be  dated  c.  1750. 

The  Prussian  king's  major  purchases  in  Paris 
ended  with  his  invasion  of  Saxony  on  28  August 
1756,  the  beginning  of  the  Seven  Years  War,  in 


which  after  1757  France  was  one  of  Prussia's 
opponents.  The  war  imposed  an  enormous  finan- 
cial strain  on  Prussia,  and  this  must  have  contributed 
to  the  changed  attitude  which  Frederick  later 
revealed  towards  French  art.  We  should  never 
forget,  however,  that  for  all  his  artistic  purchases, 
the  king  was  a  thrifty  and  economically  minded 
ruler  who  strove  to  make  Prussia  independent  of 
costly  imports  by  establishing  worthwhile  specialist 
crafts  and  industries.25  His  efforts  bore  fruit  particu- 
larly in  the  period  after  the  Seven  Years  War,  with 
the  furnishing  of  the  Neuer  Palais  in  the  garden  of 
Sanssouci  (1 763-1 766),  which  was  basically  con- 
ceived by  the  brothers  Johann  Michael  Hoppen- 
haupt  the  Elder  and  Johann  Christian  Hoppenhaupt 
the  Younger. 

The  late  Rococo  style  of  Frederick's  reign,  with 
its  clear  tendency  towards  Classicism,  can  be  seen  in 
the  clocks  we  shall  now  describe  from  the  Neuer 
Palais  in  Potsdam.  The  authoritative  source  of  these 
works  is  the  workshop  of  the  ornamental  sculptor, 
bronze-caster  and  cabinet-maker  Johann  Melchior 
Kambly  (1718-1784),  who  was  a  native  of  Zurich 
and  had  been  in  Potsdam  since  1746. 26  It  was  not 
until  the  end  of  the  war  however,  that  he  became 
noted  for  his  costly  and  magnificent  pieces  of 
furniture.  These  were  produced  in  a  'factory  for 
gilded  bronze  work'  which  he  founded  in  1751  and 
for  which  he  recruited  bronze  workers  from 
France. 

We  find  his  favourite  working  material,  tortoise- 
shell  veneer,  used  with  rich  fire-gilded  bronze  in  a 
long-case  clock  made  in  1763  (No.  7),  the  mechan- 
ism of  which  is  mounted  on  pilaster-shaped  col- 
umns. The  clockwork  and  chiming  mechanisms 
were  made  by  the  hitherto  little  known  Potsdam 
clockmaker  C.  Fischer,  who  worked  several  times 
for  the  king.27  In  his  tortoise-shell  marquetry 
work,  Kambly  avoided  the  use  of  metal  inlays  in  the 
Boulle  manner,  preferring  applied  bronze  lattice 
work  and  naturalistic  flower  decorations,  which 
fitted  in  exceptionally  well  with  the  Hoppenhaupt's 
room  decorations.  Also  a  characteristic  feature  of 
Kambly's  work  are  the  large  fully  sculpted  figures 
of  putti,  which  on  this  clock  have  musical  instru- 
ments in  a  symbolic  reference  to  the  chimes. 

Another  long-case  clock  by  Kambly  also  has 
tortoise-shell  inlays,  but  is  more  architectonic  in 
design  (No.  8).  Uncharacteristically,  its  fire-gilded 
bronze  fittings  are  signed  on  the  front  of  a  cornice 
moulding  with  the  name  of  Kambly's  gilder, 
'Morel  Doreur'.28  The  clock  can  be  dated  around 
1765  and  its  more  conservative  style  is  typical  of 
many  Potsdam  clocks  around  this  time.  The 
English  clock  face  carries  a  not  very  clearly  legible 
inscription,  'Franz  Jacob  Braun  -  Eberbach'  and  is 
probably  not  original. 

A  new  look  was  brought  to  the  appearance  of 
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Potsdam  furniture  and  clock  cases  by  the  arrival  of 
the  cabinet-makers  Johann  Friedrich  and  Heinnch 
Wilhelm  Spindler,  who  were  brought  to  Prussia 
from  Bayreuth  in  1764.  Their  preference  for  flower 
patterned  marquetry  was  one  which  they  pursued 
in  Potsdam,  where  they  were  both  still  in  evidence 
at  the  end  of  the  century.29 

An  outstanding  example  of  the  collaboration 
between  Johann  Friedrich  Spindler  and  the  Kambly 
bronze  workshop  is  a  costly  long-case  clock 
veneered  in  rosewood  with  maple  inlays  (No.  10), 
made  in  1769. 30  Although  the  outline  is  a  lively  one, 
there  is  a  certain  classical  stiffness  about  the  overall 
impression,  and  the  bronze  ornaments  and  figur- 
ative decorations  are  somewhat  ponderous  in  their 
proportions.  This  is  a  deficiency  which  appears 
more  than  once  in  the  exterior  and  interior  decora- 
tion of  the  Neuer  Palais.  The  picturesque  multi- 
coloured flower-patterns  of  the  marquetry  work 
are  typical  of  both  the  Spindlers,  and  their  effective- 
ness is  heightened  by  the  contrasting  dark  back- 
ground. 

The  last  of  Frederick's  clocks  which  we  shall  deal 
with  here  is  a  fully  matured  example  of  the  classical 
style  and  was  made  in  1767  (No.  9).  Its  rosewood 
veneered  case,  with  ebony  and  maple  inlays  was  also 
made  by  Johann  Friedrich  Spindler,  while  the 
bronze  work  was  probably  carried  out  by  Kam- 
bly.'  1  The  signature  on  the  clock-face,  'Huguenin  a 
Berlin'  refers  to  one  of  the  groups  which  were  an 
important  component  of  the  king's  efforts  towards 
autarky,  the  clockmakers  brought  from  the  Swiss 
province  of  Neuchatel,  which  was  subject  to  the 
Prussian  crown  from  1707  to  1857. 32  In  1765, 
Frederick  the  Great  had  set  up  an  indigenous  clock 
factory,  the  'Fabrique  Royale',  which  was  directed 
by  Abraham-Louis  Huguenin  as  'Inspecteur 
( reneral  d'Horlogerie  a  Berlin',  and  it  was  from  this 
factory  that  the  signed  clock  mechanism  originated. 
From  1766,  twenty-two  Swiss  clockmakers  were 
employed  in  Berlin  producing  pendulum  clocks 
and  pocket  watches,  but  the  venture  was  unsuccess- 
ful and  Huguenin  left  Berlin  again  in  1778. 

Although  a  substantial  number  of  the  costly 
timepieces  with  which  Frederick  the  Great  fur- 
nished his  palaces  have  now  been  lost,  it  can  be  said 
that  those  which  have  survived  provide  an  im- 
pressive record  of  one  of  the  cultural  achievements 
of  Berlin  and  Potsdam  under  the  Prussian  king. 

Left. 

8.  Potsdam  grandfather-clock 
from  the  Neuer  Palais,  c.  1765. 
Case: Johann  Melchoir  Kambly; 
Mechanism:  Franz  Jacob  Braun,  Ebcrbach(?). 
Height :  3.20  m. 

Right. 

9.  Potsdam  long-case  clock 
from  the  Neuer  Palais,  1767. 
Case:  Johann  Friedrich  Spindler; 
Bronze  work  :  Johann  Melchoir  Kambly(  ?) ; 
Mechanism:  Abram  Louis  Huguenin,  Berlin. 
Height:  2.7s  m. 
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io.  Potsdam  long-case  clock 
from  the  Ncuer  Palais,  1769. 
Case:Johann  Fnednch  Spindler; 
Bronze  work:Johann  Melchoir  Kambly. 
Height:  2.71  m. 


Dr.  Winfried  Baer  is  a  Curator  at 
SchloB  Charlottenburg,  West  Berlin. 
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Music  in  Pain  tin: 


A  theme  in  Frederick  the  Great's  collection 


Helmut  Borsch-Supan 


An  enthusiastic  and  patient  practitioner  of  the  arts,  Frederick  the  Great 
nonetheless  came  slowly  to  an  understanding  of  painting.  In  his  earlier  years 
he  regarded  paintings  as  items  of  decoration  and  little  more;  but  he  developed 
a  distinctive  taste,  and  a  particular  interest  in  those  paintings  which  depicted 
the  playing  of  music,  or  its  influence. 


Colour. 

Antoine  Pesne. 
Eleonore,  Baroness 
von  Keyserlingk, 
c.  1740,  144  x  107  cm. 
Schlofi  Charlottenburg. 


IT  is  a  common  feature  of  Rococo  culture  that  in 
many  places  aristocrats  and  even  rulers  were 
active  as  amateurs  of  the  arts.  The  promotion  of  art 
in  courtly  circles  is  seen  particularly  in  portrait 
painting.  Jean  Etienne  Liotard,  for  example,  paint- 
ed the  Margravine  Karoline  Luise  von  Baden  at  an 
easel,  and  Johann  Georg  Ziesenis  represented  the 
Duchess  Philippine  Charlotte  von  Braunschweig 
beside  a  piano.  Duke  Friedrich  111  von  Sachsen- 
Gotha  and  his  wife  had  their  portrait  painted  as 
actors. 

Frederick  the  Great  is  the  supreme  example  of  a 
ruler  who  was  not  content  with  the  passive  enjoy- 
ment of  the  arts,  but  found  relaxation  in  their 
practise  and  distinguished  himself  by  the  variety 
and  scope  of  his  talents.  He  wrote  poems,  and 
libretti  for  his  opera  house,  played  the  flute,  com- 
posed, and  used  his  own,  often  original  ideas  in  the 
building  and  furnishing  of  his  castles,  as  well  as  the 
arrangement  of  their  gardens.  Seldom  have  the 
qualities  of  statesmanship  and  artistic  creativity 
been  so  fruitfully  combined  in  a  single  person, 
though  the  two  were  not  always  compatible.  The 
discrepancy  between  his  two  fields  of  activity 
became  increasingly  clear  towards  the  end  of  his 
long  reign.  But  even  before  this,  it  would  be 
mistaken  to  suppose  that  there  was  a  smooth 
continuity  between  statecraft  and  artistic  activity. 
For  Frederick,  music  and  the  theatre  were  merely 
pleasant  occupations  which  he  used  as  a  recreation 
from  his  duties  as  a  ruler;  he  attached  far  more 
importance,  for  example,  to  philosophy.  The 
graphic  arts  too  were  more  of  a  relaxation  for  him 
than  a  cause  for  exertion.  In  a  letter  to  his  sister 
Wilhelmine,  the  Margravine  of  Bayreuth,  dated 
30  November  1755,  he  describes  as  foolish  his  zeal 
in  collecting  paintings  for  the  picture  gallery  in 
Sanssouci.  For  us  today,  and  particularly  for  art- 
lovers,  the  artistic  achievements  of  Frederick's  reign 
as  represented  in  its  palace  and  their  collections,  are 


more  impressive  and  directly  before  our  eyes  than 
the  political  events  of  the  period.  We  do  not  know, 
however,  how  deeply  the  king  really  penetrated 
into  the  thoughts  of  Watteau,  of  whom  he  possessed 
no  less  than  fourteen  paintings.  His  evaluation  of 
Lancret  as  a  painter  of  equal  talent  (No.  1)  leads  us  to 
doubt  that  he  truly  recognised  the  underlying 
melancholy  of  Watteau,  which  alone  gives  his 
expressions  of  joie-de-vivre  their  full  resonance.  The 
limits  of  his  understanding  in  the  field  of  music  are 
more  clearly  marked.  His  significant  meeting  with 
Johann  Sebastian  Bach  on  8  May  1747  in  Potsdam 
left  no  lasting  impression  on  the  king.  He  clearly 
failed  to  penetrate  the  true  sense  of  Bach's  music, 
which  is  no  less  than  a  form  of  spiritual  sustenance. 

It  remains  a  tantalising  question  how  the  diverse 
talents  of  the  king  worked  together  to  create  the 
unmistakable  atmosphere  of  his  palaces.  Here  we 
shall  only  discuss  the  influence  of  his  enthusiasm  for 
music  on  his  cultivation  of  painting,  and  particu- 
larly on  his  activities  as  a  collector. 

Until  c.  1750,  Frederick  collected  pictures  merely 
in  order  to  furnish  the  living  rooms  of  his  castles  and 
not  with  the  aim  of  creating  a  collection  for  its  own 
sake.  His  purchases  are  therefore  closely  related  to 
his  architectural  undertakings,  in  particular  his 
building  of  palaces.  Here,  however,  his  love  of 
music  is  expressed  primarily  in  the  provision  of 
concert  rooms,  which  had  not  been  incorporated  in 
earlier  Prussian  castles.  These  rooms  are  devoted  to 
music,  just  as  the  libraries  and  galleries  are  devoted 
to  literature  or  painting.  These  concert  rooms  were 
chiefly  used  by  the  king  himself  for  making  music. 
For  this  reason  their  size  and  style  of  furnishing  lies 
between  the  intimacy  of  the  private  rooms  and  the 
splendour  of  the  rooms  used  for  social  activities.  At 
SchloB  Charlottenburg,  for  example,  the  concert 
room  forms  as  it  were  a  link  between  the  Golden 
Gallery,  the  great  banqueting  room  in  the  wing 
from  Frederick's  period,  and  the  smaller  rooms 
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Left. 

i.  Nicholas 

Lancret. 

Dance  in  the 

garden  hall, 

c.  1720,  1  30  x  97  cm. 

Schloji  Charlottenburg. 


occupied  by  the  king.  We  might  expect  the  furnish- 
ing of  the  concert  rooms  to  be  in  some  way 
expressive  of  the  relationship  between  music  and 
the  graphic  arts.  In  SchloB  Rheinsberg,  which 
housed  the  court  of  the  crown  prince  in  1736,  there 
was  already  a  concert  room.  However,  it  was  not  in 
any  way  decorated  with  paintings.  The  concert 
room  in  the  new  wing  of  SchloB  Charlottenburg, 
which  Frederick  had  built  in  1 740-1 747  shortly 
after  his  accession  to  the  throne,  did  contain 
paintings.  We  know  very  little  about  them,  how- 
ever, for  the  first  information  about  the  furnishings 
comes  from  a  report  made  by  the  palace  steward 


after  the  looting  of  the  castle  by  Austrian  troops 
during  the  Seven  Years  War  in  1760.  According  to 
this  report  all  the  paintings  were  removed  from  the 
room  and  only  Watteau's  sign-board  for  the  art- 
dealer  Gersaint  and  Antoine  Pesne's  portrait  of  a 
Venetian  woman,  'La  Trompettina' ,  were  retained 
(No.  2).  It  is  not  known  who  'La  Trompettina'  was, 
but  she  was  probably  a  singer.  The  picture  offers  a 
clue  to  the  use  to  which  the  room  was  put,  or  at  least 
suggests  some  association.  The  profile  of  the  old 
woman  with  her  veil  drawn  aside  indicates  that  La 
Trompettina  was  a  courtesan,  thus  creating  a  link 
between  music  and  transitory  love. 
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3.  NlCOLAUS  HtNRI  Tardieu, 
after  Antoine  Wattcau. 
Selj-porirait  with  Jean  de  Jullienne, 
copper  engraving. 

In  the  signboard  of  Gersaint  the  art  dealer,  there 
is  no  direct  graphic  reference  to  music.  Rather  is  it 
Watteau's  most  comprehensive  statement  on  art 
and  the  method  by  which  it  reaches  its  public, 
although  obviously  the  painter  himself  does  not 
appear  in  the  picture.  Watteau's  most  exhaustive 
statement  about  art  in  relation  to  the  artist  is  perhaps 
the  missing  portrait  of  himself  with  his  'cello- 
playing  friend  Jean  de  Jullienne,  which  Frederick 
the  Great  must  have  seen  as  an  engraved  repro- 
duction even  if  he  did  not  possess  it  (No.  3).  Here, 
instead  of  the  urban  setting  of  the  signboard,  we 
have  the  openness  of  nature.  The  artist  has  set  up  his 
easel  so  as  to  paint  the  antique  statue  of  the  Medici 
Venus  together  with  the  mysterious  woodland 
landscape.  The  themes  of  love  as  the  strongest  of  all 
feelings,  friendship,  the  veneration  of  antique  art, 
living  nature  and  the  enjoyment  of  music  are 
brought  together  in  harmony  without  a  rational 
relationship  being  established  between  them  in  the 
manner  of  Baroque  allegories. 


A  painting  which  has  a  close  connection  with  the 
self-portrait  with  Jullienne  is  one  of  Watteau's  most 
sensitive  works,  The  Concert  (No.  4),  in  which  the 
sphere  of  music  is  carefully  linked  with  memories^ 
love,  the  theme  of  childhood,  and  landscape,  and,  in 
the  bust  of  Dionysus  on  the  left,  with  the  concept  of 
the  divine  gift  of  wine.  In  fact  the  king  did  not  hang 
this  picture  in  one  of  his  concert  rooms,  but  in  the 
Small  Gallery  at  Sanssouci.  The  chief  figure  is  the 
lute  player,  who  is  not  actually  playing,  but  tuning 
his  instrument,  listening  rather  than  making  music. 
The  self-confident,  standing  pose  is  counteracted  by 
the  almost  submissive  air  of  understanding  in  his 
surroundings.  No  other  painting  by  Watteau  in  the 
king's  collection  shows  so  clearly  that  music  is 
perceived  not  as  an  activity  with  a  clearly  defined 
aim,  but  as  a  mysterious  force  of  life. 

The  musical  element  in  Watteau's  art  can  also  be 
found  in  instances  where  the  painter  does  not 
openly  represent  musical  motifs,  as  in  the  second 
major  work  which  the  king  acquired  in  1765,  the 
Embarquement  pour  Cythere.  It  is  certainly  not  by 
chance  that  this  was  hung  in  the  Second  Concert 
Room  of  the  StadtschloB  at  Potsdam.  Cythera  is  the 
mythical  far-off  island  on  which  the  love- 
goddess  Venus  was  born.  The  idea  was  evidently 
considered  a  fitting  accompaniment  to  the  original 
pictorial  decoration  of  the  room  with  Chinese 
scenes.  China  too  was  a  distant  land,  an  earthly 
paradise  which  formed  an  antithesis  to  the  everyday 
reality  of  here  and  now.  Whoever  made  music  in 
the  concert  room  should  feel  himself  transported 
into  another  world  -  an  idea  which  admittedly  was 
put  forward  not  so  much  in  deadly  earnest  as  in  a 
spirit  of  playful  irony.  The  other  paintings  in  the 
Second  Concert  Room  were  scenes  by  Lancret, 
Pater  and  Watteau  with  the  themes  of  landscape, 
entertainment,  country  weddings  and  children's 
games,  and,  forming  a  notable  contrast  to  the 
eroticism  of  the  Embarquement,  a  copy  of 
Correggio's  well-known  Repentant  Magdalena. 

Similar  thoughts  are  aroused  by  the  pictorial 
decoration  of  the  First  Concert  Room  in  the 
StadtschloB  at  Potsdam.  Here  too  the  decoration  of 
the  room  consisted  of  scenes  of  Chinese  figures 
making  music.  The  dominant  picture  was  a  paint- 
ing by  Antoine  Pesne  showing  members  of  courtly 
society  -  some  of  which  can  be  identified  -  gathered 
in  a  landscape  watching  the  dancer  Marianne 
Cochois  (No.  5).  A  musician  stands  on  the  left, 
simultaneously  beating  a  drum  and  playing  the 
flute.  In  its  theme  and  composition,  the  painting 
most  closely  resembles  a  picture  of  the  danseuse 
Camargo  painted  by  Lancret  and  often  repeated. 
Frederick  the  Great  also  possessed  a  copy  of  this, 
which  is  today  in  the  National  Gallery  in 
Washington.  Through  Pesne's  work,  the  con- 
temporary reality  of  Prussian  courtly  life  was 
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4.  Antoine 
Watteau. 

The  Concert,  c.  171  5. 

66  x  91  cm. 

Schlofi  Charlottenburg. 

5.  Antoine  Pesne. 
A  tademoiselle  Cochois 
(Lulling.  1745, 

79  x  107  cm. 
Sr///(>/j  Charlottenburg. 
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symbolically  related  to  the  dreamlike  wonderland 
of  China,  with  dance  and  music  as  the  linking 
elements.  The  connection  between  China  and 
music  is  particularly  notable  in  the  teahouse  in  the 
grounds  of  Sanssouci,  which  is  surrounded  by 
gilded  Chinese  figures  with  musical  instruments. 

The  combination  of  dance  and  music  is  found 
repeatedly  in  the  pictures  of  Watteau  and  even 
more  in  those  of  his  followers  Lancret  and  Pater. 
Frederick  the  Great  possessed  the  most  compre- 
hensive collection  by  these  two  painters  which  ever 
existed.  Often  the  themes  were  represented  in  a 
single  picture,  often  they  were  contrasted  m  com- 
panion pieces,  as  in  a  pair  of  pictures  by  Pater  trom 
Sanssouci  (Nos.  6a  and  b).  When  the  dancing  took 
place  in  a  country  setting,  the  music  was  simple. 
Sometimes  one  finds  only  a  single  musician  with  a 
rustic  instrument  accompanying  the  dancers. 
Watteau's  Shepherds  (No.  7)  is  an  example,  in  which 
a  couple  dance  to  the  sound  of  bagpipes.  At  balls 
inside  castles,  in  buildings  in  their  grounds  or  in  the 
park  itself,  one  also  finds  small  orchestras. 


The  pictures  of  Watteau,  Lancret  and  Pater  were 
imitated  not  only  by  the  French  court  painter  Pesne, 
who  must  have  been  much  gratified  by  Frederick's 
high  estimation  of  his  countrymen,  but  also  by 
German  painters.  Among  the  paintings  in  the  style 
of  Watteau  which  are  still  in  the  castles  from 
Frederick's  period,  there  are  also  two  large  panels, 
whose  painter  is  unknown.  However,  he  clearly 
had  a  sympathetic  understanding  of  Lancret's 
mature  style  as  well  as  considerable  ability.  These 
paintings  were  hanging  in  SchloB  Rhemsberg  by 
no  later  than  1740.  In  them,  dancing  and  the 
performance  of  music  are  contrasted.  One  of  them 
shows  a  single  musician  with  a  Tambouriti  de  Beam, 
an  instrument  popular  in  Gascony  which  appears  a 
number  of  times  in  Lancret's  pictures.  In  the  other,  a 
violinist,  a  flautist  and  a  female  singer  provide  a 
richer  note.  The  influence  of  Watteau's  style  on 
painting  in  Berlin  was  also  evident  in  portrait- 
painting.  One  of  the  finest  and  most  striking 
examples  of  this  is  Pesne's  portrait  of  Countess 
Keyserlingk  playing  on  the  lute  in  a  park  (colour). 


8.  Antoini  Watteau.  Recreation  italienne,  detail,  c.  1721, 
oil  dm  linen,  75  x  93  cm.  Schlqfi  Charlottenburg. 


The  idea  of  music  could  also  be  combined  with 
other  themes,  as  in  the  five  murals  in  the  concert 
room  in  Sanssouci  (No.  9),  which  Antoine  Pesne 
executed  in  1747.  The  most  notable  of  these  is 
Diana's  Bath,  a  large  picture  which  appears  by 
itself  on  the  narrow  wall  of  the  room.  While  the 
other  pictures  represent  tales  of  love  from  Ovid's 
Metamorphoses  and  Philostratus's  Imagines,  the  god- 
dess of  the  hunt,  rising  regally  from  a  circle  of 
nymphs,  represents  virginal  chastity.  Diana  was  the 
sister  of  Apollo,  who  does  not  appear  in  the  pictures 
in  this  room,  but  we  can  safely  assume  that  the 
figure  of  Apollo  was  to  be  represented  by  the  king, 
himself  a  flute-player.  The  witty  interplay  of 
representation  and  reality,  breaking  down  aesthetic 
frontiers,  corresponded  to  the  prevailing  ideas  of 
the  time,  and  particularly  to  the  Rococo  style  of  the 
early  part  of  Frederick's  reign.  The  four  other 
pictures  show  how  other  pleasures  are  combined 
with  the  experience  of  love.  The  story  of  the 
sculptor  Pygmalion,  who  fell  in  love  with  a  sculp- 
ture which  he  had  created,  and  successfully  pleaded 
with  Venus  to  change  it  into  a  living  being, 
embodies  the  theme  of  joy  in  the  plastic  arts. 
The  figures  of  Bacchus  and  Ariadne,  and  also 
Vertumnus  and  Pomona,  represent  the  material 
pleasures  of  eating  and  drinking,  a  reference  to  the 
cultivation  of  wine  and  fruit  around  the  castle  of 
Sanssouci.  Finally  the  story  of  Pan  and  Syrinx  is  a 
reference  to  music.  When  the  god  Pan  pursued  the 
nymph  Syrinx,  the  latter  fled  to  the  river  god  Ladon 
and  was  changed  by  him  into  a  reed.  The  disap- 
pointed god  used  the  reed  to  make  himself  a  flute. 
This  is  a  clearly  intentional  comparison  with  the 
flute  playing  king  who,  as  Apollo,  belonged  to  a 
higher  sphere  than  Pan. 

Although  not  all  the  motifs  originate  from 
Ovid's  Metamorphoses,  the  idea  of  transformation 
through  a  divine  power  is  dominant.  There  was  a 
clear  association  with  music,  seen  as  a  power  which 
was  also  capable  of  effecting  transformations.  It  is 
not  by  chance  that  many  operas  of  the  time 
contained  material  from  the  Metamorphoses.  When 
Frederick  the  Great  had  the  Neuer  Palais  built  in 
1 763-1 769,  the  theme  of  metamorphoses  was 
repeated  in  one  of  the  three  concert  rooms,  though 
not  in  such  an  ingenious  manner  as  at  Sanssouci. 
The  joke  was  worn  out.  The  room  was  decorated 
with  five  pictures  by  an  unknown  painter,  which 
were  then  considered  the  work  of  Francesco 
Solimena;  the  subjects  were  Diana  and  Endymion, 
Acis  and  Galatea,  Venus  and  Adonis,  Zephyr  and 
Flora,  and  Bacchus  and  Ariadne.  The  theme  of 
Diana  reappeared  in  another  concert  room. 

After  the  looting  during  the  Seven  Years  War, 
the  concert  room  in  the  SchloB  Charlottenburg  was 
refurnished  with  paintings  which  came  mostly 
from  the  rich  collection  at  the  palace  in  Berlin.  The 
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1 1 .  Anonymous. 

Dance,  c.  1735,235  x  125  cm. 

Schlofi  Charlottenburg. 

treatment  was  however  similarly  superficial.  A  few 
paintings  with  musical  motifs  were  hung  in  the 
room,  but  others  showed  no  relationship  what- 
soever with  its  atmosphere.  Moreover  the  pictures 
were  a  mixture  of  quite  different  styles  from 
different  periods.  There  was  a  picture  by  the 
Bohemian  painter  Jan  Kupetzky,  lost  in  1945, 
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entitled  The  Music  Lesson  (No.  15).  It  is  a  rather 
serious  work  and  must  have  seemed  out  of  place  in 
its  surroundings  with  its  emphasis  on  the  ethical 
aspect  of  music.  A  Company  with  a  youth  playing  a 
zither  by  Lancret  was  apparently  lost  in  the  nine- 
teenth century.  One  of  the  dominant  paintings  in 
this  room  was  Antoinc  Pesne's  portrait  of  the 
dancer  Santina  Olivieri  (No.  12),  nicknamed  La 
Reggiana.  She  is  depicted  as  a  muse  ot  indetermi- 
nate nature  with  a  tambourine.  The  instrument  is  an 
allusion  to  the  Italian  origins  of  the  subject.  Here 
again,  the  themes  of  dancing  and  music  are  brought 
together,  and  the  sphere  of  earthly  reality  is  com- 
bined with  the  world  of  the  ancient  gods  very  much 
in  the  manner  of  the  early  Rococo  of  Frederick  the 
Great.  In  the  background  Apollo  appears  with  the 
other  muses,  freely  copied  from  a  ceiling  painting 
by  Augustin  Terwesten  in  the  old  staircase  ot 
SchloB  Charlottenburg. 

With  the  acquisition  of  the  portrait  of  La 
Reggiana.  a  far-reaching  change  is  noticeable  in 
Frederick  the  Great's  relationship  with  painting.  He 
no  longer  tried  to  the  same  extent  as  before  to 
create  a  dreamy,  timeless  atmosphere  around  him, 
through  relatively  modern  French  pictures  with 
w  hich  he  identified.  He  now  installed  a  picture 
gallery  at  Sanssouci  and  founded  a  collection  of 
almost  exclusively  historical  art,  which  he  studied 
from  a  greater  distance  as  part  of  Europe's  cultural 
heritage.  The  great  Italian  and  Dutch  Baroque 
painters  predominated.  Among  the  paintings  was 
Rubens'  Saint  Cecilia  (No.  13),  acquired  in  1756, 
one  of  the  artist's  late  works,  which  was  transferred 
to  the  Konighche  Museen  in  Berlin  at  the  time  of  its 
foundation  in  1830.  In  Rubens'  work,  music  is  seen 
as  a  means  of  religious  edification.  The  sensual  glow 
which  illuminates  both  the  subject  and  the  manner 
of  painting  forms  a  spiritualising  link  between  the 
earthly  and  the  divine.  Music  is  simultaneously 
transitory  and  abiding.  A  second  picture  which  has 
music  as  its  subject  and  is  still  in  the  picture  gallery 
today,  is  Rubens'  sketch  of  a  Choir  of  Angels.  Here 
also  music  is  seen  as  a  religious  force. 

Watteau  makes  frequent  allusion  to  Rubens.  We 
do  not  know  whether  Frederick  the  Great  saw  this 
connection  and  whether  he  understood  the 
Baroque  conception  of  music  in  Rubens'  work.  No 
doubt  with  his  appreciation  of  Watteau,  Frederick 
must  have  approved  of  another  Flemish  Baroque 
painting,  David  Teniers'  self-portrait  in  his  family 
circle  (No.  14).  This  originally  hung  in  the  Neuer 
Palais  and  has  also  belonged  to  the  Berlin 
Gemaldegalerie  since  1830.  The  painter,  whose  art 
had  made  him  prosperous,  is  playing  the  'cello, 
while  his  wife  and  son  are  singing  to  his  accompani- 
ment. The  concert  is  an  expression  of  human 
harmony.  To  this  linking  of  music  and  conjugal 
love  a  third  element,  that  of  wine,  is  added.  The 


15.  JOH ANN  KUPETZKY. 

The  Piano  Lesson,  c.  1730,  120  x  91  cm. 
Formerly  Schlofi  Charlottenburg. 

little  monkey  on  the  wall,  which  stands  out  clearly 
against  the  sky,  is  an  iridescent  symbol,  referring 
satirically  and  self-critically  to  the  painter's  activity 
as  a  copyist.  Teniers  frequently  painted  monkeys 
performing  human  activities.  (Watteau  also  took 
up  this  theme  later  on.)  At  the  same  time  this  exotic 
animal  is  an  attribute  of  the  luxury  which  could  be 
afforded  by  the  prosperous  bourgeoisie.  Although 
the  scene  is  a  cheerful  one,  it  is  overshadowed  by  a 
suggestion  ot  transitoriness,  for  music  is  an  art 
which  passes  with  time,  as  we  are  reminded  by  the 
stream  running  past  in  the  middle  ground  of  the 
picture.  The  Rococo  tended  to  deny  the  transitory 
implications  of  music.  The  sensuousness  of  music 
and  the  enjoyment  of  the  ever-changing  present  is 
so  heightened  that  time  is  forgotten  and,  as  in 
Watteau,  only  an  underlying  suggestion  of  transi- 
toriness remains. 


Professor  Dr.  Helmut  Borsch-Supan  is  in  charge 
of  the  paintings  at  SchloB  Charlottenburg, 
Berlin,  West  Germany. 
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Much  has  been  made  of  the  obvious  cultural  achievements  of  Frederician  Prussia  — 
the  inventive  architecture,  high  quality  porcelain,  silk  and  other  luxury  products. 
But  the  figure  of  the  king  himself  is  perhaps  the  most  enduring  and  influential 
legacy;  familiar  in  his  own  lifetime  through  many  media  from  inn  signs  to  snuff 
boxes,  the  image  of  the  great  Frederick  was  a  matter  for  pride  in  his  lifetime,  solace 
and  inspiration  during  the  years  of  Napoleonic  ascendancy,  and  adoration  after  the 
founding  of  the  Second  Reich.  Throughout  recent  German  history,  from  the 
pre-eminence  of  Prussia  in  the  middle  of  the  last  century  to  the  dying  fall  of  the 
Nazi  regime,  Frederick  has  been  called  upon  to  incarnate  vigilance,  iron-willed 
opposition  to  the  Fatherland's  enemies,  military  skill  and  an  overriding 
sense  of  duty,  selflessness  and  patriotism. 


Man,  it  seems  to  me,  is  made  rather  for  action 
than  for  thought ;  fundamental  principles  are 
beyond  our  reach.  We  pass  half  our  life  in  attempt- 
ing to  shed  the  errors  of  our  ancestors,  but  at  the 
same  time  we  leave  truth  resting  at  the  bottom  of 
the  well  from  which  posterity  will  not  extract  it 
despite  all  our  efforts.  So  let  us  enjoy  wisely  the  little 
advantages  which  come  our  way,  and  let  us  re- 
member that  learning  to  know  is  often  learning  to 
doubt.'1  Frederick  in  this,  his  last  letter  to  his  friend 
and  correspondent  of  many  years,  D'Alembert, 
reveals  that  combination  of  sensitivity  and  scep- 
ticism which  has  proved  so  unsettling  to  many  of  his 
biographers.  There  is  a  vast  literature  about 
Frederick  the  Great,  treating  of  every  aspect  of  his 
reign,  and  throughout  he  attracts  the  same  adjec- 
tives and  puts  the  same  great  distance  between 
himself  and  those  who  would  be  intimate  with  him. 
He  is  always  egoistic  and  cynical,  mordant  and 
sarcastic,  solitary  and  misogynistic.  His  ruthless 
efficiency  as  a  ruler  and  his  iron-nerved  calculation 
as  a  soldier  are  constantly  stressed  at  the  expense  of 
those  signs  of  an  erratic  and  fragile  temper  which 
contribute  so  much  to  the  interest  of  the  man.  This 
was  partly  the  king's  doing;  a  description  of  him  in 
the  year  of  his  death  appears  in  the  memoirs  of 
General  von  der  Marwitz,  and  gives  a  clue  to  the 
impression  which  Frederick  continues  to  make  on 
many  of  his  students.2  'The  whole  Rondell  and 
Wilhelrnstrasse  were  crammed  with  people;  all  the 
windows  full,  all  heads  bared,  everywhere  the 
deepest  silence  and  on  all  faces  an  expression  of 
reverence  and  trust.  The  king,  quite  alone  at  the 
front,  greeted  people  by  continually  taking  off  his 


hat.  The  crowd  stood  still,  bare  headed  and  silent,  all 
eyes  on  the  spot  whence  he  had  gone  and  it  took 
some  moments  before  a  person  collected  himself 
and  went  on  his  way  .  .  .  Yet  nothing  had  happened 
-  an  old  man  of  seventy-three,  shabbily  dressed, 
covered  in  dust  and  returned  from  his  day's  work. 
But  everybody  was  certain  that  this  old  man  was 
toiling  for  him,  that  he  had  devoted  his  entire  life  to 
that  labour  and  that  he  had  not  missed  a  single  day's 
work  in  forty  five  years.'  This  is  the  image  which 
has  persisted,  in  paintings,  novels,  plays  and  films; 
Frederick  as  the  patron  saint  of  Germany  teaching 
thrift,  hard  work  and  devotion  to  duty  in  a  world 
decked  about  with  the  vain  trappings  of  Hapsburg 
and  Bourbon,  and  full  of  those  temptations  to  sloth 
and  luxury  to  which  other  princes  were  so  fatally 
prone.  'Men',  wrote  Frederick,  'desire  objects 
which  strike  their  senses  and  appeal  to  their  imag- 
ination. Even  if  you  could  rescue  them  from  so 
many  errors  it  is  doubtful  if  they  are  worth  the 
effort  to  enlighten  them'.3 

Lord  Rosebery,  writing  a  now  much-quoted 
introduction  to  the  memoirs  of  Henri  de  Catt  in 
1916,  believed  that  when  Frederick  came  to  the 
throne  'he  came  with  a  shrivelled  heart  and  a 
sardonic  scorn  for  all  mankind'.4  This  view  runs 
counter  to  the  opinion  of  many  of  the  king's 
contemporaries,  who  stressed  the  feminine  ele- 
ments in  his  complex  makeup,  his  romanticism, 
cult  of  accessible  loneliness  and  habit  of  shedding 
tears.  Frederick  wept  at  certain  passages  in  Racine's 
plays,  he  wept  after  his  battles,  on  the  death  of  his 
brother,  at  Andrew  Keith's  funeral,  before  the 
disaster  at  Kuncrsdorf,  in  the  wake  of  Maxen,  at 


42 


i.  Christian  Rauch. 
Model  for  the  statue 
of  Frederick  the  Great, 
removed  from 
Unter  den  Linden  in 
1945.  This  model  was 
presented  by  the 
sculptor  to  Frederick 
William  in. 
Grdfin  Pour  tales. 
Photograph : 
Foto  Himpsl. 
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receipt  of  a  chiding  letter  from  his  brother  Henry, 
on  a  hundred  occasions  when  fundamental  human 
emotions  were  unusually  stirred.  These  were  not,  to 
quote  Lord  Rosebery  again,  'the  iron  tears  down 
Pluto's  cheek';  Frederick  cried  from  excess  of 
"emotion,  and  to  supplement  his  tears  he  turned  to 
poetry  —  'Je  celebrai  en  vers  notre  perte  commune', 
he  declared  to  Catt  after  Marshal  Keith's  death  - 
and  in  his  accomplished  playing  of  the  flute  he 
found  a  purity  and  sweetness  which  both  soothed 


and  stimulated  him.  He  had  hopes  of  an  early 
abdication,  so  that  he  could  retire  to  'a  chosen 
society  of  enlightened  friends',  and  in  his  cor- 
respondence with  Voltaire  and  D'Alembert,  he 
relished  the  sense  ot  his  own  sensitivity  and  long, 
melancholy  view  of  human  aspiration  and  achieve- 
ment. It  was  perhaps  a  great  indulgence,  and  one 
which  the  king's  friends  abetted.  Harold  Nicolson 
wrote  in  his  perceptive  'The  Age  of  Reason',5  'if  we 
are  to  grasp  how  utterly  unreasonable  the  Age  of 


2.  A  view  of  Berlin 
in  1780. 

Schlofi  Kopenick. 
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4.  Mi-mon.il  to  Frederick  W1ll1.un  1,  Potsdam. 
Photograph :  Foto  Max  Bauer. 


Reason  really  was,  it  is  useful  to  examine  what  was 
felt  at  the  time  about  their  strange  heroes  and 
heroines.  It  is  merely  curious  that  they  should  have 
been  taken  in  by  such  obvious  charlatans  as  St. 
Germain,  Cagliostro  and  Casanova.  What  is  to  our 
minds  almost  incredible  is  that  they  should  have 
continued  to  admire  and  applaud  a  feckless  cour- 
tesan such  as  Madame  de  Pompadour,  a  murderess 
and  adulteress  such  as  Catherine  11,  and  a  blood- 
stained aggressor  such  as  Frederick  the  Great'. 

The  Berlin  porcelain  factory,  the  silk  trade,  the 
building  ofpalaces  and  the  development  of  Berlin  as 
a  Residenzstadt  are  the  familiar  achievements  of 
Frederick  111  the  cultural  sphere ;  he  was  admired  as  a 
critic,  appreciated  as  a  philosopher  and  letter  writer 
and  tolerated  as  a  poet;  but  111  time  his  own  ravaged 
profile  and  bent  back  became  the  most  familiar 
Prussian  export,  the  hallmark  of  the  new  state.  Inns 
throughout  Britain  displayed  the  sign  ot  'The  King 
of  Prussia',  porcelain,  snuffboxes  (Nos.  5,  6,  and  7) 
and  tabatieres  carried  the  image  ot  the  king  and  the 
story  of  his  battles.  Frederick's  brutal  father, 
Frederick  William  11  (1 688-1 740)  shared  his  sons' 
popularity;  his  outrageous  conduct  towards  his 
children,  and  cruelly  unsentimental  attitude  to  his 
subjects  were  forgotten  111  favour  of  his  meticulous 
preparation  of  Prussia's  army  and  treasury.  The 
victories  of  the  Silesian  and  Seven  Years  War,  and 
the  emergence  of  Prussia  as  a  great  power,  started  a 
legend,  amplified  and  improved  upon  by  successive 
generations  of  poets,  sculptors,  historians  and  klein 
deutsche  politicians.  The  iconography  of  Frederick 
the  Great  provides  a  narrow,  clear  view  of  modern 
German  history. 

Twenty  years  after  Frederick's  death,  Prussia 
was  defeated  and  dismembered  by  Napoleon.  The 
conventional  view  has  been  that  the  famous 
Frederician  system  had  atrophied,  and  proved  itself 
to  be  unworkable  once  its  chief  architect  was 
removed  from  the  scene.  But  111  the  most  recent 
study  of  Frederick  published  in  English,6  Walter 
Hubatsch  expresses  the  view  that  'in  1 806  it  was  not 
Frederician  Prussia  that  fell  apart,  but  the  arrogant 
and  frivolous  world  of  a  later  and  less  distinguished 
generation,  only  too  eager  to  blame  the  wretched- 
ness of  their  own  age  on  the  great  Frederick  and  his 
"system"  '.  Freiherr  vom  Stein,  who  played  a  major 
part  in  the  revival  of  Prussia's  fortunes  after  the  Jena 
debacle,  came  to  much  the  same  conclusion  at  the 
time.  'As  long  as  the  great  man  was  at  the  head  of 
the  state,  guiding  it  with  spirit,  strength  and 

5.  and  6.  Top  and  bottom  of  a  brass  snuffbox 

commemorating  two  notable  events 

in  the  Seven  Years  War. 

1  'ictoria  and  Albert  Museum,  London. 
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7-  A  set  ot  enamelled 
gilt-metal  snuff  boxes 
commemorating 
Prussian  victories 
during  the  early  part  of 
the  Seven  Years  War. 
Christie's,  London. 
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uniformity,  the  system  produced  good  and  brilliant 
results  which  hid  from  view  much  that  was  patched 
up  and  unfinished  .  .  .  How  unexpectedly  and 
quickly  did  all  this  change  after  the  death  of  the 
great  king  .  .  .  One  must  have  been  a  contemporary 
and  an  eye-witness  to  believe  it.' 

Once  again  the  grim  old  king  was  made  to  serve 
his  country,  brought  low  by  ignorance  of  his 
precepts  and  a  lack  of  his  unquenchable  spirit. 
Prints,  ballads  and  the  whole  apparatus  of  early 
nineteenth-century  propaganda  were  brought  into 
play.  The  rousing  songs  of Johann  Wilhelm  Gleim 
were  collected  and  published,  and  his  once  famous 
Kncgslicdcr  von  einem  Preussischen  Grenadier, 
first  published  in  1757,  were  reprinted:7 

Krieg  1st  mein  Lied!  IVeil  alle  Welt 
Krieg  will,  so  sei  es  Krieg! 
Berlin  sei  Sparta,  Preussens  Held 
Gekront  mit  Rnhm  itnd  Sieg! 

The  king's  image  was  invoked  repeatedly,  com- 
plemented by  the  tragic  and  queenly  figure  of 
Louise,  wife  of  the  tepid  Frederick  William  11  and 
symbol  of  Prussian  resistance  to  Napoleon. 

After  1 8 1 5,  Frederick  merged  with  Prussia's  new 
heroes,  Bliicher,  Gneisenau,  Scharnhorst  and  York. 
Christian  Rauch  (1 777-1 857),  the  most  distin- 
guished German  sculptor  of  the  era,  made  a  series 
of  monuments  to  these  titans  of  the  Befreiungskriege, 
and  crowned  his  career  by  designing  the  spectacular 
monument  to  Frederick  the  Great  (No.  1)  which 
stood  in  Unter  den  Linden  until  1945  when  the 
Russians,  entering  Berlin  as  foes  for  the  first  time 
since  the  great  king's  reign,  removed  it.  Frederick 
was  an  obvious  subject  for  the  new  school  of 
romantic  novelists  and  poets,  and  as  the  written 
legend  grew  so  painters  and  the  practitioners  of  the 
popular  arts  drew  on  the  many  colourful  anecdotes 
told  of  Frederick,  and  found  inspiration  in  the  grand 
theme  of  his  battles. 

In  1839  Franz  Kugler  published  the  first  popular 
biography  of  Frederick,  based  largely  on  the  first 
published  collections  of  documents  and  letters.8  His 
book  was  illustrated  by  Adolf  Menzel,  a  twenty- 
four  year  old  painter  and  engraver  who  devoted  his 
remaining  sixty-six  years  of  life  to  fostering  the 
legend  of  Frederick  the  Great.  Willibald  Alexis,  a 
pseudonym  of  Georg  Wilhelm  Haring  (1798-1871) 
wrote  a  series  of  historical  romances  of  which 
several  were  devoted  to  Frederick.  His  poem 
Fridencus  Rex  inspired  another  highly  successful 
novel,  a  celebrated  military  march  and  eventually 
an  emotive  and  nationalistic  film : 

Fridericus  Rex,  unser  Konig  und  lierr 
der  rief  seine  soldaten  aleesamt  ins  Gewehr, 
zweihundert  Bataillons  and  an  die 
tausend  Schwadronen, 

und  jeder  Grenadier  kriegt  sechzig  Patronen. 


Fridericus  Rex 

The  formal  listing  of  Prussian  army  marches  in 
18 1 7, 9  and  the  remarkable  and  inventive  develop- 
ment of  Prussian  military  music  between  that  date 
and  the  iS6os  made  soldiers  and  civilians  alike 
familiar  with  the  sounds  of  Frederick's  army;  der 
Mollwitzer  and  der  Hohenfriedburger,  both  attri- 
buted to  Frederick  himself,  recalled  the  triumphs  of 
Prussian  arms.  Model  soldiers,  'zinnfiguren',  en- 
abled children  to  recreate  the  epic  moments  ot 
Frederick's  battles,  the  Regiment  von  Forcade  (the 
subject  of  one  of  Gleim's  ballads)  Schwerin  before 
the  defences  of  Prague,  and  in  every  role  the  figure 
of  the  king  himself.  'Toujours  lui,  lui  partout!'  as 
Victor  Hugo  said  of  Napoleon.  G.  P.  Gooch,  in  the 
first  major  study  of  Frederick  removed  from  the 
context  of  war  and  politics,10  wrote  that  'what  a 


Fridericus  Rex 


great  people  think  of  its  celebrities,  which  of  them  it 
selects  for  a  special  admiration,  which  qualities  are 
stressed  as  particularly  worthy  of  esteem,  are 
matters  of  international  concern.  What  Germans  — 
above  all  German  historians  -  have  thought  of 
Frederick  a  is  of  peculiar  significance  in  view  of 
their  craving  for  leadership,  their  political  roman- 
ticism, their  worship  of  efficiency,  their  intellectual 
glorification  of  war.  From  the  broad  standpoint  of 
European  history  his  incomparable  prestige  is  not 
the  least  important  aspect  of  his  work'. 

Historical  and  genre  painting  played  a  crucial 
part  in  fostering  the  Frederician  legend.  Adolf 


Menzel  was  the  greatest  exponent  of  this  oddly 
sterile  art,  matched  in  enthusiasm  and  application 
only  by  Meissonnier  in  France,  who  did  for 
Napoleon  what  Menzel  did  for  Frederick.  There 
were  others  who  rose  to  eminence  by  practising  the 
same  combination  of  meticulous  historical  obser- 
vation and  patriotic  fervour.  Arthur  Kampf,  born 
in  Diisseldorf  in  1864,  became  Professor  at  the 
Berlin  Academy  in  1898,  and  President  of  the 
Academy  of  Fine  Arts  nine  years  later.  Wilhelm 
Camphausen  (18 18-1865),  second  only  to  Menzel 
in  output  and  prestige,  became  Professor  at 
Diisseldorf  and  imbued  a  generation  of  artists  with 
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1 3.  Adolf  Menzel. 
Friedrich  der  Grosse 
auf  reisen, 
engraving  after 

a  painting 
executed  in  1854. 
Mansell  Collection. 

14.  Artur  Kampf. 

' Bonsoir,  Messieurs!' 
Frederick  the  Great 
surprising  Austrian 
officers  in  the  castle 
at  Lissa, 
engraving. 
Mansell  Collection. 


his  veneration  for  Cromwell  and  Frederick. 

This  popular  form  of  painting  was  called 
Sittengeschichtsbild,  literally  sedentary  eyewitness 
pictures.  Werner  Hoffman  has  distinguished  be- 
tween two  kinds  of  historical  painting  111  the 
nineteenth  century,11  the  descriptive  and  the 
visionary.  This  is  in  some  ways  an  artificial  distinc- 
tion, because  many  paintings,  Delacroix'  Liberty 
guiding  the  People  is  an  obvious  example,  are  both 
documentary  and  charged  with  moral  fervour. 
Historical  genre  is  often  dismissed  as  mere  theatri- 
cals, and  in  the  present  critical  climate  there  has  been 
a  tendency  to  despise  the  genre  painters'  trick  of 
creating  an  artificial  situation  and  charging  it  with 
spurious  emotion.  Even  Menzel  and  Meissonnier 
have  been  accused  of  submerging  drama  and  moral 
truth  in  a  welter  of  historical  pedantry,  preferring 
accuracy  over  gaiter  buttons  to  spontaniety  and 
vivacity.  Again,  this  view  is  unjust;  Toulouse 
Lautrec,  Daumier,  Degas  and  a  host  of  less  gifted 
artists  drew  upon  this  'keyhole'  technique  to  give  a 
sense  of  intimacy,  involving  the  beholder  111  the 
minute  and  unobserved  drama  of  their  com- 
positions. The  staggering  popularity  of  Menzel's 
work  is  evidence  enough  of  the  thrilling  sense  of 
familiarity  with  Germany's  patron  saint  conveyed 
by  a  glimpse  of  Frederick's  rumpled  stockings,  or 
the  sight  of  his  harrowed  face  twisted  over  his 
beloved  flute.  Ordinary  citizens  could  share  in  the 
life  of  the  great  king,  take  their  place  at  Sanssouci, 
face  the  musket  balls  at  Leuthen  and  sit  slumped  on  a 
pile  of  straw  in  the  hour  of  exhaustion  after  victory. 
Some  of  Menzel's  paintings  have  the  visionary 
quality  which  is  conventionally  reckoned  to  be  the 
prerogative  of  'greater'  painters;  Frederick  at 
Hochkirch  shows  the  king  watchful,  tense  and 
indomitable  in  the  hour  of  his  greatest  defeat,  lit  up 
by  the  fires  from  the  burning  village  and  flashes 
from  the  muskets  of  his  soldiers,  full  of  desperate 
discipline.  Oddly  Menzel  revered  Frederick  less  for 
his  military  prowess  and  heroic  mien  than  for  his 
role  as  philosopher  and  father  of  his  people.  Menzel 
painted  the  public  funeral  of  the  victims  of  the 
March  revolution  in  1 848,  and  wrote  of  this  work  'I 
approach  my  task  with  a  beating  heart  and  full  of 
enthusiasm  for  the  ideas  for  which  the  victims  have 
fallen'.  Later  he  noted,  of  the  attempted  revolution 
rather  than  his  own  account  of  it,  'once  again  we 
have  expected  too  much  of  mankind'.  He  came  to 
admire  Frederick's  blend  of  stoicism  and  scepticism, 
and  looked  back  with  romantic  longing  to  the  pure, 
hard  core  of  his  country's  history.  There  exists  a 
photograph  of  Menzel  with  Kaiser  Wilhelm  11;  the 
Kaiser  is  dressed  in  a  Frcderician  costume,  sur- 
rounded by  members  of  his  military  cabinet  and 
court  similarly  attired.  The  little  painter,  impene- 
trable behind  his  thick  spectacles,  stands  awkwardly 
alongside  this  boisterous,  domineering  group. 


Frederick  is  indeed  a  hero  for  all  seasons.  In  the 
aftermath  of  the  Franco-German  war,  and  the 
creation  of  the  new  German  Empire,  the  old  king 
who  had  neither  knowledge  of  nor  sympathy  for 
the  concept  of  nationalism  as  expressed  by  his 
nineteenth-century  successors,  was  venerated  as  the 
seed  whence  sprang  this  mighty  oak.  After  the  First 
World  War,  in  the  bitter  hour  of  defeat,  Frederick 
stood  forth  as  an  example  of  patience  and  fortitude. 
Hitler,  raving  amidst  the  collapse  of  Nazi  Germany, 
compared  the  death  of  Roosevelt  to  the  passing  of 
the  Empress  Elizabeth,  and  kept  before  his  eyes 
Frederick's  eleventh  hour  salvation  at  the  close  of 
the  Seven  Years  War.  It  is  remarkable  and  in- 
structive that  a  monarch  so  cold,  remote  and 
contemptuous  should  have  become  a  figure  of 
romance,  and  for  so  long  a  source  of  comfort  and 
inspiration  to  a  people  whose  language  he  despised 
and  whose  culture  he  denied. 
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German  Silver 

of  the  seventeenth  and  eighteenth  centuries 
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American  collectors  have  mostly  by-passed 
l  German  Post-Renaissance  silver.  Although 
it  is  often  difficult  to  account  for  such  trends  of 
taste,  one  of  the  reasons  must  be  a  coarsening  of 
workmanship  that  resulted  from  the  general 
exhaustion  during  and  after  the  Thirty  Years 
War.  When  comparing  this  disruption  of  artistic 
activities  in  Germany  with  that  in  England 
during  the  Commonwealth  period,  it  is  obvious 
that  the  German  hiatus  lasted  far  longer  and, 
unlike  England,  did  not  end  in  a  sudden  national 
uplift  with  the  return  of  a  legitimate  ruler.  Nor, 
indeed,  did  conditions  in  war-torn  Germany 
allow  the  emergence  of  a  luxury-loving  absolute 
monarch  like  Louis  xiv  in  France,  whose  dic- 
tations of  fashion  in  art  set  new  standards. 

This  trend  in  collecting  has  now  been  reversed 
in  the  United  States  by  the  late  Mr.  and  Mrs. 
Lesley  Sheafer,  whose  collection  of  varied  works 
of  art,  paintings  and  furniture  was  bequeathed  to 
the  Metropolitan  Museum  of  Art.  Thus,  a  previ- 
ous gap  has  been  filled  with  a  few  outstanding  ex- 
amples of  German  seventeenth-  and  eighteenth- 
century  silver. 


I.  Silver-gilt  canister  by  Jiirgen  Richels, 
Hamburg,  c.  1670.  The  Metropolitan  Museum 
of  Art ;  Bequest  oj Emma  A.  Sheafer,  1974. 
The  Lesley  and  Emma  Sheafer  Collection. 


We  begin  by  singling  out  a  silver-gilt  canister 
or  Schraubflasche  by  Jiirgen  Richels,  who  be- 
came master  111  Hamburg  in  1664  (No.  This 
hexagonal  vessel  is  cast  and  engraved  with  aur- 
icular ornaments  that  include  grotesque  masks 
unlike  anything  suggested  by  nature.  Within  this 
bold  setting  are  six  reserves  filled  with  delicately 
punched  designs  of  birds  and  flowers,  of  a  light- 
ness of  touch  that  forms  an  intriguing  contrast  to 
the  Baroque  exuberance  of  the  canister's  general 
character.  The  auricular  style,  first  seen  at 
Emperor  Rudolph  ifs  court  in  Prague  in  silver 
objects  by  Paulus  van  Vianen  of  Utrecht,  became 
widely  known  through  the  publication  of  en- 
graved designs  in  Holland.  The  earliest  of  these, 
by  Adam  and  Christian  van  Vianen,  were  actu- 
ally published  with  Dutch,  French  and  Italian 


2.  J.  Lutma.  Verschejde  Snakeryen,  engraved  and 

published  by  his  son,  Amsterdam,  after  1650. 

The  Metropolitan  Museum  of  Art ; 

The  Elisha  H  hittelsey  Fund, 

The  Eli sh a  Whittehey  Collection,  1963. 

title-pages.  After  1650,  there  followed  those  by 
Jan  Lutma  the  Elder,  a  German-born  silversmith 
who  settled  in  Amsterdam  in  1(121  (No.  2).  In 
adopting  Lutma's  designs  Richels  followed  the 
latest  fashion,  as  he  did  again  for  an  almost 
identical  canister  at  the  Museum  fur  Kunst  und 
Gewerbe  in  Hamburg.2  Most  of  his  other  work  is 
to  be  seen  in  the  Kremlin  at  Moscow. J  Indeed, 
our  canister  had  been  owned  in  Russia,  by  the 
Counts  Yusupov  at  St.  Petersburg. 
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Ic  is  no  sheer  coincidence  that  much  of  Richels' 
work  should  have  been  exported  from  Hamburg 
to  Russia.  This  fact  confirms  the  theory  of  a 
lucrative  trade  relationship  between  the  two.  The 
tree  Hanse  town  had  escaped  the  horrors  and 
destruction  of  the  Thirty  Years  War,  and  had 
finally  overtaken  the  rival  town  of  Liibeck. 
Hamburg,  in  addition,  had  also  become  a  favour- 
ite of  Queen  Christina  of  Sweden,  who  visited 
the  town  repeatedly.  Located  at  the  gateway 
from  Sweden  to  south  and  west  Europe,  it  was  a 
lively  centre  of  the  arts  and  science,  with  in- 
ternational banking  and  commercial  enterprise. 
Trade  commissions  went  in  all  directions,  by  land 
and  by  sea.  It  is  therefore  not  surprising  that  much 
of  the  German  ambassadorial  silver  sent  to  the 
Tsar  of  Russia  should  have  originated  from 
Hamburg.  Nor  indeed  that  during  the  reign  ot 
Queen  Christina  of  Sweden  (1644-1654),  and 
also  the  year  after  her  abdication,  1655,  much 
Hamburg  stiver  was  being  sent  to  Russia  on 
behalf  of  the  Swedish  government,  including 
several  examples  of  Jiirgen  Richels'  work.  But 
whereas  it  has  been  said  that  ambassadorial  silver 
sent  to  Russia  tended  to  be  more  extraordinary 
for  size  than  workmanship,  this  is  certainly  not 
the  case  of  the  canister  from  the  Sheafer 
Collection.  Its  particular  shape,  first  used  in 
pharmacies,  indicates  the  sturdy  character  of  a 
prosperous  German  bourgeoisie,  and  its  de- 
coration shows  their  innate  appreciation  of  the 
finer  points  of  civilised  living. 

If  there  existed  rivalry  between  Hamburg  and 
Liibeck,  the  relationship  between  Catholic 
Augsburg  and  Protestant  Nuremberg  was  no  less 
competitive.  The  Sheafer  Collection  includes  a 
rare  object  in  which  work  originating  from  both 
these  towns  has  been  combined.  This  is  another 
silver-gilt  canister,  by  the  Augsburg  silversmith 
Isaac  Lotter,  who  became  master  before  or  in 
1638  (No.  3). 4  Lotter  incorporated  six  copper 
plates  with  colourful  enamels  painted  by  Georg 
Strauch  of  Nuremburg  (1613-1675).  The  artist 
started  as  a  miniature  painter  who,  when 
Wallcnstein  camped  outside  Nuremburg  in  1632, 
portrayed  him  as  well  as  Gustav  Adolph  of 
Sweden.5  In  later,  more  peaceful  years,  Strauch 
painted  111  enamel,  some  of  which  are  signed. 
Thus  the  attribution  of  unsigned  work,  like  that 
on  our  canister,  is  rendered  possible.  Similar 
enamels  are  found  on  book-bindings,  and  on 
Nuremburg-made  canisters  which,  like  those  in 
Nuremberg's  Germanisches  Nationalmuseum 
and  in  the  Hermitage  State  Museum,  often  come 
in  pairs  (No.  4). 6  The  enamel  on  our  example 
represents  fruit,  flowers  and  exotic  parrots.  What 
a  departure  from  the  w  orld  of  abstractions  of  the 
auricular  style.  Strauch's  decorations  are  of  a 
fullness  of  form  and  brightness  of  colour  that 
seem  like  a  joyous  return  to  nature. 


3.  Silver-gilt  canister,  inset  with  painted 
enamels,  by  Isaac  Lotter,  Augsburg;  enamels 
painted  by  Georg  Strauch,  Nuremberg, 
1640—1650.  The  Metropolitan  Museum  of  Art ; 
Bequest  oj  Emma  A.  Sheajer,  ig74- 
The  Lesley  and  Emma  Sheajer  Collection. 

Gradually,  the  court  ceremonies  of  Louis  xiv  at 
Versailles  began  to  affect  the  local  conventions  of 
other  Continental  courts,  as  far  removed  as 
Berlin.  Much  earlier  owned  plate  had  been 
destroyed  during  the  Thirty  Years  War,  and 
what  remained  was  now  out  of  fashion.  The 
newly  created  King  Frederick  1  of  Prussia 
(1688— 171 3)  who  resided  in  Berlin  commissioned 
a  dining  room  garniture  of  outsize  proportions 
from  the  Biller  family  of  Augsburg,  who  com- 


pleted their  task  111  1698. 7  Although  his  son, 
Frederick  William  I  (1713-40)  was  a  frugal 
military  man  who  lacked  artistic  perception,  he  is 
known  to  have  ordered  sixty-eight  silver  sconces. 
Evidently,  he  possessed  an  astute  sense  for  the 
advantages  of  investing  in  heavy  plate  that  could 
be  shown,  used,  pawned  and  melted  down  in 
times  of  need.  Frederick  the  Great  followed  the 
latter  course  when  converting  much  of  his 
father's  plate  into  coinage  to  pay  his  armies 
during  the  Silesian  war. 

The  case  of  Augustus  the  Strong  (1694-1733), 
Elector  of  Saxony  and  King  of  Poland,  was 
totally  different.  That  monarch  would  rather 
have  lost  a  battle  than  sacrifice  works  of  art.  His 
commissions  for  table  silver  from  Augsburg 
masters,  and  from  those  of  Dresden  where  he 
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4.  Pair  of  silvcr-gilt  canisters,  inset  with  painted 
enamels,  makers  mark:  'ms',  Nuremberg; 
enamels  painted  by  Georg  Strauch, 
Nuremberg,  1640-1650. 

Germanisthes  Nationalmuseum ,  Nuremberg. 

resided,  were  prodigious  and  much  of  it  survives. 
Following  the  invention  of  European  porcelain  in 
Meissen,  the  King  began  to  mix  porcelain  with 
gilt  plate  for  his  dining  pleasure.  In  fact,  he 
specially  engaged  the  court  silversmith,  Johann 
Jacob  Irmingcr,  in  June  1712  to  furnish  Bottger 
with  models  for  his  initial  ceramic  productions." 

The  Sheafer  Collection  includes  two  examples 
of  Dresden  plate.  One  is  a  thistle-shaped  silvcr- 
gilt  cup  with  cover  of  1714  (No.  5).  The  easy- 
flowing  outlines  are  almost  equally  suitable  for 
the  medium  of  silver  as  porcelain  -  the  latter's 
possibilities  not  having  as  yet  been  fully  explored. 
The  engraved  ornament  resembles  that  which 
Jean  Berain  had  introduced  in  engravings  pub- 
lished in  Fans.  The  versatile  engravers  of 
Augsburg  re-interpreted  Berain's  inventions  to 
suit  a  slightly  less  ambitious  German  clientele. 

The  royal  arms  of  Saxony  and  Poland  dis- 
tinguish a  silver-gilt  caddinet  with  the  inventory 

5.  Thistle-shaped  silver-gilt  cup,  makers  mark: 
'nb',  Dresden  1714.  The  Metropolitan  Museum 
of  Art;  Bequest  of  Emma  A.  Sheafer,  1974. 

The  Lesley  and  Emma  Sheafer  Collection. 


number  4  and  the  date  1718  (No.  6).  Such 
caddinets  are  exceedingly  rare,  and  we  are  aware 
of  only  two  examples,  one  of  which  bears  the 
arms  of  William  and  Mary  as  used  during  the  first 
few  months  of  their  reign,  in  1689. 9  At  par- 
ticularly festive  occasions,  members  of  the  royal 
family  had  their  places  set  with  such  caddinets. 
Under  Augustus  the  Strong  the  dinner  plate  - 
almost  certainly  of  Meissen  porcelain  -  was 
placed  on  it,  the  cutlery  at  each  side,  and  the 
napkin  folded  below.  The  separate  compart- 
ments served  for  salt,  pepper  and  toothpicks.  We 
derive  this  explanation  directly  from  a  de- 
scription by  J.  U.  K6ning,  of  the  royal  marriage 
festivities  in  1738,  when  the  King's  daughter. 
Maria  Amalia,  married  Charles  of  Bourbon. 
King  of  the  Two  Sicilies,  residing  in 
Capodimontc,  who  in  1759  became  Charles  ill  of 
Spain.10 

We  now  return  to  Augsburg,  where  local 
silversmiths  embarked  upon  a  last  period  of 
heightened  activity.  The  number  of  masters  had 
increased  steadily  until,  between  1738  and  1740, 
two  hundred  and  seventy-five  masters  were  at 
work.  An  ever-growing  specialisation  resulted. 
Whereas  in  former  times  the  terms  gold-  and 
silversmith  had  been  practically  interchangeable, 
this  was  no  longer  the  case,  and  a  third  specialis- 
ation was  added  in  1736  -  that  of  the  Galanterie- 
Arbeiter,  responsible  for  smaller  objects.  Some 
masters  made  mostly  candlesticks,  others  flat- 
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6.  Silver-gilt  caddinet  with  royal  arms  of 
Saxony  and  Poland.  Dresden,  dated  1718. 
The  Metropolitan  Museum  of  Art  ; 
Bequest  of  Emma  A.  Sheafer,  1974. 

The  Lesley  and  Emma  Sheafer  Collection. 

ware,  and  when  large  commissions  for  travelling 
services  came  their  way,  they  would  often  share 
the  work.  Esaias  Busch,  well-known  for  the  tea- 
and  other  services  he  made,  was  active  after  1 701. 
He  created  the  silver-gilt  chocolate  pot  and 
matching  kettle  on  lamp-stand  in  1718/20  (No. 
7). 11  Each  vessel  is  organised  in  panels  engraved 
with  strapwork  and  with  strapwork  cartouches, 
some  of  which  enclose  chinoiserie  figures.  We  are 
not  only  reminded  of  similar  engravings  by 
Johann  Leonhard  Eysler  (1697- 173  3),  whose 
'Laub  und  Bandcl-Werck'  was  published  in 
Augsburg  by  Johann  Chnstoph  Weigel;  but  also 
ot  the  Hausmalereien  on  porcelain  by  the 
Augsburg  family  of  Autenwerth. 1 2  Of  similar 

7.  Silver-gilt  chocolate  pot  and  kettle  on 
lampstand  by  Esaias  Busch,  Augsburg,  1718/20. 
The  Metropolitan  Museum  of  Art; 

Bequest  oj  Emma  A.  Sheafer,  1974. 

The  Lesley  and  Emma  Sheafer  Collection. 
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style  and  refinement  is  the  set  of  silver-gilt 
candlesticks,  snuffer  and  snuffer  tray,  engraved 
with  narrow  strapwork  borders,  made  by  an 
Augsburg  silversmith  with  the  unidentified 
maker's  mark  'wd'  (No.  8),  made  in  Augsburg 
1722/5. 

Another  Augsburg  master  who  is  well  repre- 
sented in  the  Sheafer  Collection  is  Daniel 
Schaeffler,  known  to  have  married  in  1 70 1 ,  and  to 
have  died  in  1 727. 13  Among  his  early  work  is  a  set 
of  four  silver-gilt  candlesticks  of  slightly  pon- 
derous form.  The  lobed,  spreading  bases  are 

8.  Silver-gilt  set  of  candlesticks,  snuffers  and 
snuffer  tray,  maker's  mark:  'wd',  Augsburg, 
1722-1735.  The  Metropolitan  Museum  of  Art ; 
Bequest  of  Emma  A.  Sheafer,  1974. 
The  Lesley  and  Emma  Sheafer  Collection. 


encircled  by  ornamental  strapwork  that  owes 
much  to  the  designs  of  Daniel  Marot.  Of  his  later 
years,  1 723/7,  is  a  delightful  silver-gilt  ecuelle  with 
stand  (No.  9).  Schaeffler  had  meanwhile  adopted 
the  early  Rococo  style,  which  is  expressed  in 
gracefully  swinging  outlines,  and  in  delicately 
engraved  ornament  that  is  no  longer  raised,  as  had 
been  done  earlier.  We  are  tempted  to  compare 
Schaeffler's  kind  of  lattice-  and  strapwork  that 
encloses  applied  figural  or  portrait  medallions, 
with  some  of  those  Augsburg  engravings  that 
were  published  for  the  benefit  of  silversmiths, 
drawn  occasionally  by  practising  masters  them- 
selves (No.  10).  None  of  them  tired  of  pursuing 
latest  fashion,  and  the  ever  increasing  com- 
petition insured  high  standards  of  quality. 
Moreover,  there  were  those  splendour-loving 
princes  of  the  Church  and  of  small  principalities. 


whose  concept  of  civilised  living  included  the 
patronage  of  goldsmiths  able  to  satisfy  their 
discriminating  taste. 

The  next  generation  of  Augsburg  goldsmiths 
was  exposed  to  the  competition  created  by  trTose 
porcelain  manufactories  that  had  been  founded  in 
quick  succession  during  the  second  quarter  of  the 
eighteenth  century.  Porcelain  soon  became 
fashionable  tor  both  decorative  and  utilitarian 
objects.  It  was  ideally  suited  for  practical  pur- 
poses, easy  to  care  for,  and  within  the  financial 
range  of  more  patrons  than  silver  or  silver-gilt. 
Once  porcelain  took  the  lead  as  fashionable 
material,  expressive  of  the  spirit  of  the  Rococo 
period,  the  models  produced  by  ceramic  artists 
tended  to  influence  silversmiths,  thereby  revers- 
ing the  give-and-take  that  had  existed  at  the  birth 
of  porcelain  in  Europe. 


Sonic  examples  of  Augsburg  plate,  particu- 
larly that  from  the  workshop  of  the  Drentwett 
family,  show  almost  the  entire  vocabulary  of 
ceramic  decorative  motifs.  Shell  and  foliage 
formations  make  their  appearance,  raised,  ap- 
plied, or  shaped  as  handles  and  finials.  Their 
freedom  of  movement,  however,  seems  rather 
better  suited  to  the  medium  of  porcelain. 
7j  Nevertheless,  the  able  Augsburg  silversmiths 
;  insisted  upon  their  share  in  the  Rococo  move- 
ment. Their  participation  culminated  between 
1750  and  1765  in  the  work  of  the  brothers  Johann 


9.  Silver-gilt  covered  ecuelle  with  stand,  by 
Daniel  Schaeffler,  Augsburg  1 723-1 727. 
The  Metropolitan  Museum  of  Art ; 
Bequest  oj  Emma  A.  Sheafer,  1974. 
The  Lesley  and  Emma  Sheafer  Collection. 
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io.  J.  E.  Heiglen.  'Gantz  neue  Erfindungen 
unterschicdlichcr  Arten  von  Servian  .  .  .', 
published  by  I.J.  Baumgartner,  Augsburg  1721. 
The  Metropolitan  Museum  of  Art; 
Purchase  Harris  Brisbane  Dick  Fund,  1 943. 


Martin  and  Gottlieb  Satzger,  best  known  as 
specialists  for  travelling  services.  The  Sheater 
Collection  includes  many  parts  of  such  a  service 
(No.  11).14 

The  silversmiths  of  northern  Germany  did  not 
display  a  comparable  enthusiasm  for  the  fully 
developed  Rococo  style.  A  fluted  oval  bowl  with 
two  hinged  bail  handles,  made  in  Hanover,  shows 
a  rather  reserved  approach  (No.  12).  The  maker, 
Hinnch  Alven,  who  became  master  in  Celle  near 
Hanover  in  1740,  concentrated  upon  the  har- 
mony of  simple  form  and  flowing  outlines.15  A 
bowl  of  monteith  type  illustrates  how  far  another 
north-German  master  would  go  in  adopting  that 
style  (No.  13).  We  refer  to  Johann  Christian 
Mayer  of  Liineburg,  who  became  master  in  1735 
and  died  1758,  who  not  only  used  Rococo 
ornament  for  the  foliage  scroll  feet  supporting  his 
bowl,  but  also  for  the  embossed  floral  branches 
and  shaped  scroll  handles.16  But  he  refrained 
from  obscuring  the  general  shape  beneath  a 
network  of  ornamentation,  as  had  become  the 
practice  of  the  Satzger  brothers.  Instead,  that 
Liineburg  master  adopted  the  plain  scalloped 
border  of  earlier  monteiths.  which  had  been 
intended  for  the  suspension  of  glasses  to  be  cooled 
in  the  bowl. 

We  conclude  this  brief  survey  by  drawing 
attention  to  a  splendid  example  of  Strasbourg 
silver,  of  a  period  when  the  town  was  as  yet 
strongly  orientated  towards  Germany.  Although 
incorporated  into  France  in  1697,  local  silver- 
smiths continued  for  a  long  time  to  send  their  sons 
as  apprentices  to  Germany,  whilst  taking  German 
pupils  in  exchange.  The  Sheafer  Collection 
includes  a  travelling  set  in  its  original  tooled 
leather  case,  containing  a  silver-gilt  covered 
ecuelle  and  stand,  with  matching  knife,  fork  and 
spoon  (No.  14).  The  Strasbourg  silversmith, 
Johann  Fnedrich  Krug,  became  master  in  1739. 17 
This  set  exhibits  his  impeccable  workmanship 
and  balanced  taste.  He  blended  latest  fashion  in 
porcelain  and  in  silver  without  underscoring  the 
possibilities  of  silver  nor  superimposing  elements 
better  suited  for  porcelain.  The  silversmith  J.  F. 
Krug  has  thus  been  able  to  capture  the  fleeting 
moments  between  the  rise  and  ebb  of  a  short- 
lived style,  and  to  transform  objects  of  usage  into 
works  of  art. 


Above  centre. 

1 1 .  Silver-gilt  box  by  Gottlieb  Satzger, 
Augsburg,  1749-175  1.  The  Metropolitan  Museum 
oj  Art;  Bequest  of  Emma  A.  Sheafer  1974. 
The  Lesley  and  Emma  Sheafer  Collection. 


Oval  bowl  by  Hinrich  Alven,  Hanover, 
c.  1750.  The  Metropolitan  Museum  of  Art ; 
Bequest  of  Emma  A.  Sheafer,  1974. 
The  Lesley  and  Emma  Sheafer  Collection. 
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13.  Silver-gilt  oval  bowl  of  monteith  type 
byjohann  Christian  Mayer,  Lueneburg, 
1740-1750.  The  Metropolitan  Museum  of  Art; 
Bequest  of  Emma  A.  Sheaf er,  1974. 

The  Lesley  and  Emma  Sheajer  Collection. 
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M.  Clayton,  'The  Collector's  Dictionary  of 
the  Silver  and  Gold  of  Great  Britain  and 
North  America'.  New  York  -  Cleveland 

'  971  -  P-  34- 

Y.  Hackenbroch,  'English  and  other  Silver'. 
The  Collection  of  Irwin  Untermyer. 
Revised  edition.  New  York  1969,110.  193. 
pp.  99-100. 

10.  J.  U.  Konig,  'Beschreibung  der 
Dresdenschen  Solennitaten  1738' 
(Konigl.  Sizilianische  Vermahlung),  p.  63. 
Reprinted  in:  St.  Burschc,  'Tafelzier des 
Barock',  Munich  1974.  p.  77. 


1  1 .  Rosenberg  3  No.  811. 

Seling,  fig.  192,  opp.  p.  433  (together  with 
sugar  basin).  Compare  the  similar  work  by 
Busch  :  coffee-pot.  in  sale  catalogue 
Neumeister  kg  (vorm.  Weinmueller), 
Sept.  18-20,  1974. 

Two  tea-pots,  two  small  coffee-pots,  two 
octagonal  bottles,  see:  Munchner Jahrbuch  der 
Bildenden  Kunst,  Vol.  8,  1957, 
pp.  247-248,  fig.  6. 

See  also:  Christie's  sale  catalogue  of  Geneva, 
April  29,  1975,  lot  146,  pi.  25 :  a  chocolate 
pot. 

12.  S.  Ducret,  'Meissner  Porzellan.  bemalt  in 
Augsburg,  1718  bis  um  1750'.  2  Vols. 
Brunswick,  1971-1972. 

13.  Rosenberg  3  No.  801. 

14.  Rosenberg  3  Nos.  942  and  968. 
Described :  Exhibition  catalogue, 
'Goldschmiedekunst  des  18.  Jahrhunderts  in 
Augsburg  und  Munchcn",  Munich  1952, 
nos.  90  and  91 . 

Other  work  by  the  brothers  Satzger 
includes : 

Travelling  service  for  Charles  11  Eugen  of 
Wurttcmberg.  at  the  Wiirttembergischcs 
Landesmuseum  Stuttgart,  ill.:  H.  Brunner, 
'Altes  Tafelsilber",  Munich  1964,  fig.  58; 
Exhibition  catalogue  'Europaisches 
Rokoko",  Munich  1958,  no.  562,  fig.  1 17; 
Rathke-Koehl.  pi.  10. 
Travelling  service,  believed  to  have  been  a 
present  of  Potcmkin  for  Empress  Catherine  n 
of  Russia,  Germanisches  Nationalmuseum, 
Nuremberg,  ill.:  exhibition  catalogue, 
'Goldschmiedekunst  .  .  .',  Munich  1952, 
no.  92,  pi.  38 

Travel  Service  of  a  Danish  Queen: 
G.  Boesen,  and  E.  Lassen,  'De  Danske 
Dronningers  Guldtoilette'.  Copenhagen 
1955,  pis.  9-1  1. 

Box  :  'Stiftung  der  Hamburgischcn 
Kunstsammlungen,  Erwerbungen  1956', 
pp.  56-57  (one  box) ;  'Jahrbuch  der 
Hamburger  Kunstsammlungen",  Vol.  5, 
1 960,  pp.  2 1 5-2 16,  ill. ;  Scholz,  pi.  40. 
'Silber  in  Schlof5  Jagerhof,  Diisseldorf. 
Fuhrer  durch  die  Dr.  E.  Schneider 
Sammlung',  Munich  1972,  pi.  4  (one  box). 
Sotheby's  sale  catalogue,  February  5,  1970, 
lots  157,  158  (pair  of  boxes)  'Collections 
of  Baron  de  Rede  and  Baron  Guy  de 
Rothschild".  Sale  catalogue  of  Sotheby, 
Parke-Bernet  Monaco  S.A.,  May  25,  1975. 
lot  93  (pair  of  boxes). 
[5.  W.  Scheffler.  'Goldschmiede 

Niedersachsens',  Vol.  I,  Berlin  1965,  p.  260, 
no.  469  b  2. 

16.  Scheffler,  p.  925,  no.  1738. 

17.  Rosenberg  3  No.  7010. 

F  Dennis,  'Three  Centuries  of  French 
Domestic  Silver".  The  Metropolitan 
Museum  of  Art,  Vol.  11,  New  York  1965. 
no.  548,  p.  167. 

'Le  Siecle  d'Or  de  l'Ortevrerie  de 
Strasbourg".  Exhibition  catalogue.  Jacques 
Kugel,  Pans  1964,  compare  other  work  by 
Krug.  nos.  46,  59,  60. 
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GILBERT  SILVER  AND 
MOSAIC  COLLECTIONS  GIVEN  TO 
LOS  ANGELES  COUNTY  MUSEUM 
OF  ART 

The  annouiH  ement  on  28  April  of  the  gift  of  two 
extraordinary  collections  of  silver  and  mosaics  to 
the  Los  Angeles  County  Museum  of  Art 
(California)  by  Beverly  Hills  collectors  Mr.  and 
Mrs.  Arthur  Gilbert,  was  an  event  of  great 
importance  to  that  expansive  institution.  A  major 
portion  of  the  collections  were  given  to  the 
museum  on  the  occasion  of  a  joint  exhibition 
entitled  'The  Gilbert  Collections:  Monumental 
Silver  and  the  Art  of  Mosaics'.  The  balance  will 
become  part  of  the  Museum's  permanent  col- 
lection over  a  number  of  years. 

Rosalinde  and  Arthur  Gilbert,  who  came  to 
the  United  States  from  England  thirty  years  ago, 
are  giving  the  collections  to  the  Museum  so  that 
'the  people  of  Los  Angeles  and  visitors  to 
southern  California  may  have  the  opportunity  of 
enjoying  these  rare  treasures'.  Museum  director 
Kenneth  Donahue  stated  :  'This  is  a  totally  unique 
gift  to  an  American  museum;  there  is  nothing  in 
the  world  comparable  to  the  Gilberts'  mosaic 


1.  Clock  by  Giovanni  Battista  Foggini, 
Grand  Ducal  Workshop,  Florence, 
pietre  dure,  ebony  and  gilt  bronze,  1704-1705. 
Los  Angeles  County  Museum  of  Art ; 
Promised  gift  of  Mr.  and  Mrs.  Arthur  Gilbert. 


collection  outside  the  Hermitage  in  Leningrad, 
and  the  Georgian  silver  collection  is  the  most 
important  in  a  private  collection  in  the  United 
States.  Los  Angeles  will  be  fortunate  to  have  these 
collections  as  a  permanent  community  resource'. 

The  mosaic  collection  comprises  approxi- 
mately two  hundred  examples  of  this  nearly 
forgotten  art  form  made  between  the  seventeenth 
and  early  twentieth  centuries.  The  silver  col- 
lection includes  fifty  eighteenth-  and  early 
nineteenth-century  pieces  made  primarily  by 
two  of  the  world's  most  famous  silversmiths, 
Paul  de  Lamerie  (1688-1751)  and  Paul  Storr 
(1771-1844).  The  two  collections  were  discussed 
at  length  in  articles  in  The  Connoisseur,  the  mosaic 
111  April  1975  and  the  silver  in  June  1976. 

Two  fully  illustrated  catalogues  will  be  pub- 
lished. The  mosaic  catalogue,  written  by  Alvar 
Gonzalez-Palacios,  will  include  one  hundred 
objects  with  nineteen  colour  illustrations  and  will 
be  the  most  complete  publication  on  post- 
Renaissance  mosaics  in  the  English  language.  The 
silver  catalogue,  written  by  the  Museum's 
Curator  of  Decorative  Arts,  William  Ezelle 
Jones,  with  a  Preface  by  the  British  expert  Arthur 
Grimwade,  will  include  forty-four  objects  with 
eight  colour  illustrations. 

Following  the  exhibition  at  the  Los  Angeles 
County  Museum  of  Art  the  collections  will  travel 
to  The  High  Museum  of  Art,  Atlanta,  Georgia, 
and  the  Seattle  Art  Museum,  Seattle, 
Washington. 
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An  important  German  Baroque  statue  of  Saint 
Scholastica  by  Ignaz  Giinther  (i 725-1 775)  has 
been  acquired  with  tunds  donated  by  the  Times 
Mirror  Foundation  and  the  Museum  Trusjge 
Mrs.  Camilla  Chandler  Frost.  Giinther  is  con- 
sidered one  of  the  most  eminent  German  sculp- 
tors of  the  eighteenth  century.  Into  the  lively 
German  Baroque  style  of  wood  carving  he 
infused  a  new  element  of  courtly  elegance  and 
grace.  His  works,  such  as  the  Saint  Scholastica, 
reveal  a  mannered  figure  type  with  slim  pro- 
portions, a  small  head  on  an  elongated  neck,  and 
exquisitely  refined  hands.  These  traits  are  com- 
bined with  a  Baroque  stress  on  angular  move- 
ments, diagonals,  and  billowing  drapery  which 
enlivens  the  entire  figure.  Saint  Scholastica  was 
executed  c.  1775,  along  with  a  pendant  figure  of 
Saint  Benedict,  to  decorate  the  High  Collegiate 
Church  of  Saint  Andrea  in  Freisig. 

Saint  Scholastica  was  the  twin  sister  of  Saint 
Benedict  and  co-founder  of  the  Benedictine 
religious  order.  She  is  depicted  by  Giinther 
holding  a  book  denoting  the  rules  of  the  Order 
and  a  crozicr  which  suggests  her  role  as  directress. 
Her  right  foot  rests  upon  and  seems  to  push  away 
a  gilded  globe,  thus  symbolising  her  renunciation 
of  worldly  riches.  The  present  sculpture  is  one  of  a 
few  of  Giinthcr's  works  outside  of  Germany. 

Five  important  Japanese  paintings  of  the  Edo  • 
period  (161 5—1 868)  also  have  been  acquired  with 
funds  given  by  Frederick  Weisman  and  Associ- 
ates of  Los  Angeles.  'The  biggest  Japanese  popu- 
lation of  the  United  States  is  in  Los  Angeles',  says 
Museum  Trustee  Frederick  R.  Weisman,  'and 
through  many  years  of  business  dealings  with  the 
Japanese  I  have  developed  a  great  respect  tor  the 


3.  Saint  Scholastica,  Franz  Ignaz  Giinther, 
Linden  wood  with  traces  of  polychrome, 
c.  1754-1755- 

Los  Angeles  County  Museum  of  Art;  Purchased 
with  funds  from  the  Times  Mirror  Foundation 
and  Mrs.  Camilla  Chandler  Frost. 


2.  Two-handled  covered  cup, 
Paul  de  Lamerie,  silver  gilt,  1742. 
Los  Angeles  County  Museum  of  Art ; 
Gift  of  Mr.  and  Mrs.  Arthur  Gilbert. 


RECENT  EXHIBITIONS  AND 
GIFTS  AT  LOS  ANGELES 
COUNTY  MUSEUM 

A  show  dedicated  to  the  unique  talent  and  spirit 
of  the  late  distinguished  American  photographer 
Imogen  Cunningham,  presented  seven  accom- 
plished photographers,  working  111  both  tradi- 
tional and  non-traditional  photographic  pro- 
cesses. Exemplifying  the  traditional  style  arc 
Imogen  Cunningham,  Judy  Dater  and  Susan 
Felter,  all  from  San  Francisco.  Lou  Brown  Di 


Guilio,  Susan  Haller,  Ilene  Segalovc  and  Kay 
Shuper,  all  from  Los  Angeles,  are  representative 
of  the  non-traditional  style.  Imogen  Cunningham, 
whose  prints  of  nudes,  character  studies  and  plant 
forms  are  world  famous,  will  be  represented  by 
approximately  twenty  works  lent  generously  by 
The  Imogen  Cunningham  Trust,  including  'The 
Magnolia',  'False  Hellebore'  and  'The  Callas". 

Three  of  the  non-traditional  artists.  Di  Guilio, 
Haller  and  Shuper,  showed  works  executed  in 
collaboration  while  artists-in-residence  last 
spring  at  the  University  of  Kansas,  Lawrence.  Di 
Guilio  and  Shuper  use  a  photographic  silk-screen 
process  of  fabric  enabling  them  to  create  three- 
dimensional  sculptures,  while  Haller  works  with 
a  contact  printing  process.  All  three  take  the 
hibiscus  as  their  motif  and  refer  to  their  works  as 
'an  artist's  life  is  not  a  bed  of  roses'. 


people  and  their  culture.  My  hope  is  that  with  this 
gift  interest  will  he  stimulated  in  the  community 
so  that  we  may  develop  one  of  the  finest  col- 
lections of  Japanese  art  in  the  United  States' 
Weisman  also  states  that  he  plans  to  match  funds 
with  those  raised  by  the  museum's  Far  Eastern 
Art  Council  and  other  groups  for  the  acquisition 
of  top  quality  Japanese  works  of  art. 

Among  the  five  acquisitions  are  two  pairs 
of  six-fold  screens  by  Rimpa  School  artist 
Watanabe  Shiko  (1683—1755)  titled  Landscape  and 
Plum  Trees;  a  hanging  scroll  titled  Plum  Branch  by 
the  prominent  Nanga  School  theoretician  and 
painter  Nakabayashi  Chikuto  (1776— 1853-) ;  a 
hanging  scroll  Bamboo  by  the  founder  of  the 
Maruyama-Shijo  School,  Matsumura  Goshun 
(1762-181 1) ;  and  a  major  work  of  Nanga  School 
artist  Totoki  Baigai  (1733-1804)  titled  Landscape, 
in  the  Style  of  Taiga. 

AMERICAN  PAINTINGS  AT 
RHODE  ISLAND  SCHOOL 
Over  one  hundred  paintings  from  a  collection  of 
nearly  four  hundred  works  by  American  artists 
can  be  seen  through  S  May  at  the  Museum  of  Art, 
Rhode  Island  School  of  Design  (Providence). 
Entitled  'Selection  vn:  American  paintings  from 
the  Museum's  Collection  c.  1800-1930',  the  show 
ties  111  with  the  early  history  of  the  Museum  and 
celebrates  the  centennial  of  its  founding.  The 
major  exhibition  focuses  on  the  Museum's  con- 
tinuing commitment  to  American  art  since  its 
founding  111  1877  as  a  direct  result  of  the 
Philadelphia  Centennial.  With  $1675  profit  in 
their  pockets  earned  from  selling  handicrafts  at 
that  major  celebration,  the  Rhode  Island 
Women's  Centennial  Committee,  headed  by 
Mrs. Jesse  H.  Metcalf,  returned  from  Philadelphia 
and  established  the  Rhode  Island  School  of 
Design  'to  instruct  artisans  in  drawing,  painting, 
modeling  and  designing,  to  train  students  in  the 
practice  of  art  and  advance  public  art  education 
by  the  exhibition  of  works  of  art'. 

The  'First  Exhibition  of  Pictures  by  American 
Artists'  was  held  at  the  Gallery  of  Rhode  Island 
School  of  Design  in  1885,  and  one  of  the  paintings 
shown  in  that  first  exhibition  can  be  seen  in  the 
current  show.  Chocorua  Peak  by  Asher  B.  Durand 
was  first  exhibited  in  Providence  by  the  Rhode- 
Island  Art  Association  in  1855.  the  year  it  was 
painted.  The  Association  later  bought  the  canvas 
from  the  artist  and  lent  it  to  the  Museum  in  1878, 
where  it  remained  on  loan  until  it  was  given  to  the 
Museum  in  1952.  It  depicts  Mount  Chocorua  111 
the  White  Mountains  where  Durand,  like  several 
other  Hudson  River  artists,  summered  and 
sketched. 

In  1901  the  Jesse  H.  Metcalf  Fund  was  estab- 
lished, and  a  special  committee  was  appointed  to 
make  a  purchase  from  the  Museum's  first 
Autumn  exhibition  of  contemporary  American 
artists.  That  first  selection  was  Winslow  Homer's 
On  A  Lee  Shore,  a  major  twentieth-century 
painting  showing  the  Atlantic  Ocean  from 
Prout's  Neck,  Maine.  The  artist  himself  described 
the  choice  as  'a  very  excellent  painting'.  Other 
artists  w  hose  works  in  the  current  show  reflect 
America's  love  for  the  ocean  are  James 
Butterworth,  Thomas  Chambers  and  George 
Bellows. 

The  earliest  landscape  in  the  exhibition  is 
Thomas  Cole's  Landscape,  1825,  which  depicts  a 
passing  storm  in  the  Catskill  mountain  wilderness 
and  shows  Cole's  brilliant  use  of  colour  and  flair 
for  dramatising  American  scenery. 


Many  works  in  the  collection  are  due  to  the 
enthusiasm  of  the  Museum's  principal  bene- 
factor, Isaac  Comstock  Bates,  who  donated  more 
than  a  quarter  of  the  pictures  in  this  exhibition. 
Bates  was  one  of  the  earliest  collectors  111  the 
country  to  become  concerned  with  nineteenth- 
century  American  paintings,  and  his  gifts  form 
the  nucleus  of  the  Museum's  collection  as  well  as 
the  core  ot  the  present  exhibition.  A  Lady  in  Pink 
by  William  Merritt  Chase  was  given  to  the 
Museum  by  Bates  in  1878  a  year  after  it  was 
exhibited  at  the  Columbia  exposition  in  Chicago, 
and  was  among  the  Museum's  earliest  acqui- 
sitions. 

JOSEPH  WHITING  STOCK  1815-1855 
Also  on  view  through  8  May  is  an  exhibition  of 
the  American  nineteenth-century  folk  painter, 
Joseph  Whiting  Stock.  It  can  be  seen  at  the  Smith 
College  Museum  of  Art  (Northampton, 
Massachusetts).  Thirty-eight  oil  paintings  and 
four  miniatures,  ranging  in  date  from  1838  to 
1855,  are  included  in  the  exhibition  of  the  works 
of  the  Springfield,  Massachusetts,  painter.  A 
small  group  of  Stock's  paintings  was  shown  at  a 
New  York  dealer's  gallery  in  1939,  but  the 
present  exhibition  is  the  first  attempt  to  bring 
together  a  substantial  number  of  the  nearly  ninety 
works  which  have  now  been  catalogued  as  his  by 
Juliette  Tomlmson,  the  editor  of 'The  Paintings 
and  The  Journal  of  Joseph  Whiting  Stock', 
recently  published  by  Wesleyan  University  Press. 

Stock's  portraits  have  been  admired  since  the 
1920s  when  America's  folk  art  first  began  to  be 
studied  seriously,  and  they  are  now  included  in 
the  major  collections  of  folk  art  in  this  country. 
That  he  was  an  immensely  prolific  artist  is  known 
from  Stock's  'Journal'  in  which  he  summarised 
his  life  and  listed  some  nine  hundred  pictures 
painted  between  i838  and  1 846,  nine  years  before 
hisdeath  from  tuberculosis  in  1855.  The'Journal', 
which  will  also  be  on  view  in  the  exhibition, 
reveals  that  he  painted  landscapes  and  genre 
subjects,  but  as  yet  none  of  these  has  come  to  light, 
and  it  is  for  his  few  identified  portraits  that  he  is 
known. 

Stock's  work  is  characterised  by  the  unpre- 
tentiousness  typical  of  folk  art,  but  his  special 
talents  are  clearly  seen:  his  fine  decorative  sense 
and  his  feeling  for  colour.  These  qualities  are 
particularly  evident  in  his  charming  portraits  of 
children,  often  shown  standing  on  bright,  floral 


carpets,  accompanied  by  toys  and  pet  dogs  or 
cats.  His  portraits  of  adults,  with  their  carefully 
modelled  features  and  their  open,  untroubled 
faces,  reveal  that  though  he  produced  an  en- 
ormous number  of  them,  he  approached  each 
with  fresh  inspiration. 

ERNST  DAMITZ 

Another  first  exhibition  of  paintings  by  a  pre- 
viously unknown  Naive  American  artist,  Ernst 
Damitz,  was  seen  last  month  at  The  Art  Institute 
of  Chicago.  The  exhibition  of  thirty  paintings 
was  organised  by  Esther  Sparks,  Assistant 
Curator  of  Prints  and  Drawings.  None  ot  the 
paintings  have  ever  been  exhibited  or  published 
before.  Ernst  Damitz,  who  was  born  near  the 
Baltic  Sea  in  1805,  was  a  descendant  of  an  ancient 
Prussian  family  of  nobility  which  has  been  traced 
back  to  the  year  1243.  Although  the  family 
fortune  had  declined,  Ernst  was  brought  up  111  a 
manner  befitting  his  rank.  In  1 847  he  brought  his 
wife  and  eleven  children  to  western  Illinois, 
where  he  lived  until  his  death  in  1883.  Many  ofhis 
pictures  are  still  there,  preserved  by  direct  de- 
scendants of  the  family  and  the  artist's  friends. 

Aged  fifty-five,  Damitz  gradually  turned  his 
farm  over  to  his  youngest  son  and  began  to  paint. 
Speaking  of  the  development  ofhis  career.  Mrs. 
Sparks  said:  'The  first  pictures  -  some  of  them 
done  on  the  back  of  lined  writing  paper  -  are 
small  and  rather  crude.  They  are  like  thousands  of 
other  amateur  watercolors  of  the  late  nineteenth 
century.  There  are  few  of  this  type,  however,  for 
he  soon  became  capable  of  imaginative,  complex, 
and  often  dramatic  compositions  of  outstanding 
workmanship.  Many  of  the  early  pictures  are 
small,  painted  with  a  miniaturist's  love  of  detail. 
They  have  a  nostalgic  air,  an  impression  con- 
firmed by  titles  that  link  them  to  his  own  history. 
Later,  there  arc  pictures  of  exotic  places  he  never 
saw:  Burma,  Lapland,  Peru,  San  Francisco, 
Valparaiso,  and  others.  Finally,  there  are  nar- 
rative paintings:  themes  from  history,  the  Bible, 
and  folklore'.  A  fully  illustrated  catalogue  with 
six  colourplates  has  been  published  which  will 
also  serve  as  a  catalogue  raisonnee  of  the  artist's 
work. 

4.  Ernst  Damitz. 

View  of  a  Fortress  from  a  Flowered  Room, 

watercolour. 

Collection  of  D.  Meacham. 


THE  YALE  CENTRE 
FOR  BRITISH  ART 

The  Yale  Center  for  British  Art  opened  last 
month  in  New  Haven,  Connecticut.  The  gift  of 
Paul  Mellon  who  graduated  from  Yale  in  1929, 
the  new  museum  and  research  facility  was  built  to 
house  the  renowned  collector's  extensive  hold- 
ings of  British  paintings,  prints  and  drawings,  and 
rare  illustrated  books,  as  well  as  to  serve  as  a  centre 
for  advanced  research  in  the  field  of  British 
Studies.  The  addition  of  the  Mellon  Collection  to 
the  University's  already  rich  holdings  of  British 
books  and  autograph  letters  makes  Yale  the  most 
important  institution  for  the  study  of  British  art 
and  culture  outside  England. 

The  Center's  holdings  include  more  than  one 
thousand  eight-hundred  paintings  with  a  con- 
centration on  the  period  between  the  birth  of 
Hogarth  (1697)  and  the  death  of  Turner  (1851). 
The  emphasis  of  the  collection  is  on  informal 
views  of  everday  life  rather  than  formal  portrai- 
ture. There  are  over  one-hundred  and  twenty 
paintings,  sketches  and  drawings  by  Constable, 
twenty-nine  works  by  Wright  of  Derby,  twenty 
by  Wilson,  thirty-five  by  Stubbs  and  seventy  by 
Turner.  The  most  well-known  pictures  include 
Turner's  View  of  Dordrecht,  Hogarth's  Beggar's 
Opera,  Stubb  s  Lion  Attacking  a  Horse,  Reynold's 
Portrait  of  Mrs.  Abington  as  Prue  in  'Love  for  Love', 
and  Constable's  Hadleigh  Castle. 

The  Prints  and  Drawings  Collection  is  com- 
prised of  approximately  five  thousand  prints  and 
seven  thousand  drawings  by  major  English  artists 
such  as  Hogarth,  Blake,  Wilson,  Palmer,  Fuseli, 
Bonington,  Rossctti  and  Millais.  The  bulk  of  the 
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drawings  is  made  up  from  the  acquisition  at 
various  times  of  either  part  or  the  whole  of  the 
large  collections  formerly  belonging  to  L.  G. 
Duke,  Martin  Hardie,  T.  E.  Lowinski,  Iolo  A. 
Williams  and  Mr.  Tom  Girtin,  although  many  of 
the  finest  works  come  from  individual  purchases 
The  Mellon  holdings  in  the  area  of  prints  in- 
corporate several  extensive  purchases  including 
the  fine  group  of  English  mezzotints  assembled 
by  J.  Pierpont  Morgan,  one  of  the  largest  col- 
lections of  mezzotints  in  the  United  States,  and 
Sir  Stephen  Courtauld's  magnificent  collection 
of  prints  by  and  after  Turner,  bought  only  last 
year. 

In  addition  to  the  paintings  and  prints  and 
drawings,  the  Center  is  rich  in  holdings  of 
illustrated  books,  centering  around  the  collection 
of  Major  J.  R.  Abbey.  The  Abbey  Collection, 
comprised  of  two  thousand  colour  plate  books 
depicting  English  life,  social  customs  and  travel 
during  the  years  1770-1860  was  one  of  Mr. 
Mellon's  first  major  purchases  when,  in  the  1950s 
he  began  collecting  extensively. 

The  Collection  is  housed  in  a  four  storey 
structure  built  on  a  double  courtyard  plan,  the 
final  design  of  American  architect  Louis  I.  Kahn 
before  his  death  111  1974.  Located  at  the  inter- 
section of  Chapel  and  High  Streets  in  downtown 
New  Haven,  the  Center  faces  the  Yale  University 
Art  Gallery,  Kahn's  first  major  commission 
(195 1— 1953).  The  two  buildings  span  the  archi- 
tect's mature  career  which  included,  among 
many  internationally  renowned  projects.  The 
Philips  Exeter  Academy  Library  and  Dining 
Hall,  Exeter,  New  Hampshire  (1967-1972),  The 
Kimbell  Art  Museum,  Fort  Worth,  Texas 
(1969-1972),  and  the  Indian  Institute  of 
Management,  Ahmedabad.  India  (1963). 

Exhibition  areas  arc  on  the  second,  third  and 
fourth  floors  of  Kahn's  building.  Of  particular 
architectural  interest  is  the  innovative  lighting 
system,  which,  through  the  combination  of 
filtered  skylights,  plate  glass  windows  and  two 
interior  courtyards  bring  natural  light  into  the 
gallery  spaces.  The  system  was  employed  by 
Kahn  in  order  to  create  a  sense  of  intimacy 
reminiscent  of  the  domestic  setting  in  which  most 
of  the  works  in  the  collection  were  originally 
viewed.  'The  first  aim  in  exhibit  spaces',  wrote 
Kahn,  'was  that  paintings  be  seen  in  natural  light 
in  the  tone  of  color  seen  by  the  artist.  The  mood 
and  color  of  the  sky,  the  time  of  day.  the  season  of 
the  year  will  be  seen'. 

In  addition  to  the  exhibition  galleries,  the 
Center  houses  classrooms,  curatorial  offices,  a 
lecture  hall,  an  art-reference  library  and  a  photo- 
graphic archive.  A  long  study  gallery  in  which 
paintings  are  hung  from  floor  to  ceiling  flanks  one 
side  of  the  top  floor  exhibition  space  and  enables 
visitors  to  view  the  balance  of  the  picture  col- 
lection not  exhibited  elsewhere. 

On  the  exterior  of  the  building,  a  pewter 
finished  stainless  steel  and  glass  facade  reflects  the 
city  surroundings.  The  shops  and  restaurants 
which  line  the  street  level  serve  to  incorporate 
tax-producing  commercial  space  with  the  mu- 
seum design  and  help  to  integrate  the  building 
into  its  urban  setting. 

Two  inaugural  exhibitions  drawn  entirely 
from  Mellon  holdings  are  currently  at  the  Center. 
On  the  second  floor  a  show  entitled  'The  Pursuit 
of  Happiness'  illustrates  the  life  and  culture  of 
eighteenth-century  Georgian  England.  The  exhi- 
bition was  selected  by  ProfessorJ.  H.  Plumb  who 
also  wrote  the  introduction  to  the  handsome 


catalogue  which  accompanies  the  show.  On  the 
third  floor  an  exhibition  of  two  hundred  and 
thirty  drawings,  prints  and  book  illustrations 
traces  the  history  of  English  landscape  from  the  i 
early  seventeenth  century  until  the  death* of 
Turner  two  hundred  years  later.  Selected  by  Mr. 
Christopher  White.  Associate  Director  of  the 
Yale  Center,  and  Director  of  Studies  at  the  Paul 
Mellon  Centre  for  Studies  in  British  Art  in 
London,  the  show  includes  studies  of  England 
made  by  native  and  foreign  artists  and  also 
documents  the  activities  of  English  artists  abroad.  I 
Highlighting  the  exhibition  are  several  charming 
Palmer  watercolours  from  the  Shoreham  period, 
a  generous  selection  of  Turner  drawings, 
Canaletto  sketches  made  during  the  artist's  exten- 
ded stay  in  Britain  (1746— 1755)  and  Wilson's 
Italian  Sketchbook  of  1754,  one  of  two  sketch- 
books made  during  the  artist's  stay  in  Rome. 
(The  other  sketchbook,  of  1752,  is  in  the  Victoria 
and  Albert  Museum.)  A  fully  illustrated  cata- 
logue with  detailed  entries  for  each  work  accom- 
panies the  show,  which,  along  with  'The  Pursuit 
of  Happiness'  will  continue  throughout  the 
summer. 

In  addition  to  the  two  temporary  exhibitions,  a 
permanent  display  of  a  selection  of  the  finest 
pictures  from  the  collection  is  on  view  on  the  top 
floor.  A  book  highlighting  one  hundred  master- 
pieces from  the  collection  discusses  many  of  these 
pictures  and  together  with  Professor  Plumb's  and 
Mr.  White's  catalogues  sets  the  precedent  for 
what  is  hoped  will  be  an  ambitious  programme  of 
scholarly  publications  on  the  Center's  holdings. 

Complementing  the  regular  programme  of 
changing  exhibitions  which  will  deal  with  aspects 
of  English  history  and  literature  as  well  as  art,  the 
Center  will  offer  various  public  lectures,  con- 
ferences, and  symposia  in  the  area  of  British 
studies.  Visiting  scholars  will  also  be  invited  each 
year  to  participate  in  the  organisation  of  exhi- 
bitions, to  study  the  collections  and  to  teach 
within  the  University.  Appointed  in  autumn 
1976,  the  noted  British  art  historian.  Sir  Ellis 
Waterhouse,  was  the  first  such  Visiting  Fellow. 

The  Center  opened  to  the  public  on  19  April 
following  three  days  of  dedication  ceremonies 
held  on  the  Yale  Campus  from  15  to  17  April. 
Inaugural  activities  included  a  lecture  by  Sir  Ellis 
Waterhouse  on  'British  Art  and  British  Studies',  a 
symposium  moderated  by  the  Center's  Director. 
Edmund  Pillsbury.  entitled  'The  Yale  Center  for 
British  Art :  the  Collection  and  its  Uses',  and  talks 
by  Christopher  White  and  J.  H.  Plumb  on 
'English  Artists  Abroad',  and  'The  Acceptance  of 
Modernity',  respectively. 

Since  the  announcement  of  Mr.  Mellon's  gift 
in  1966.  students,  scholars  and  public  have  awaited 
the  unveiling  of  the  new  Center  with  eager 
expectation.  Visitors  to  the  Yale  Center  for 
British  Art  will  not  be  disappointed,  for  at  long 
last  they  will  be  able  to  view  the  many  treasures  of 
Mellon's  holdings,  housed  in  a  building  which  is  a 
living  tribute  to  the  architect  who  built  it  and  to 
the  man  whose  collection  it  contains. 

Aimee  Troyen 
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The  literature  on  Degas  is  vast,  yet  Theodore 
Rett,  one  of  the  leading  authorities  on  this  artist, 
claims  that  unlike  Manet  and  Cezanne  whose  art 
in  recent  years  has  been  the  subject  of  penetrating 
enquiry  into  its  intellectual  content,  that  of  Degas 
has  not  yet  received  the  same  searching  in- 
vestigation. He  is  in  fact  the  great  master  whose 
idiosyncracies  have  made  him  difficult  to  pigeon- 
hole and  whilst  university  courses  on  modern  art 
refer  students  to  the  great  Post-Impressionists, 
Gauguin,  Van  Gogh,  Seurat  and  Cezanne,  the 
major  contribution  of  Degas  to  twentieth  cen- 
tury art  is  often  overlooked.  The  essays  contained 
111  this  book  set  out  to  prove  the  truth  of 
Duranty's  description  of  Degas,  that  he  was  'an 
artist  of  rare  intelligence,  preoccupied  with  ideas 
which  seemed  strange  to  his  colleagues'. 
Emphasis  on  Degas's  quick  intelligence  and 
literary  interests  helps  to  explain  the  visual  nature 
of  his  work,  as  it  resulted  as  RefF  notes,  in 
'ingenious  pictorial  strategies  and  technical  in- 
novations, such  knowing  calculations  of  visual 
effect'.  This  publication  reaffirms  the  truth  of 
Degas's  oft-repeated  words:  'What  I  do  is  the 
result  of  reflection  and  study  of  the  great  masters; 
of  inspiration,  spontaneity  and  temperament  I 
know  nothing.' 

The  book  is  a  compilation  of  essays,  all  but  one 
of  them  reprinted  from  leading  art-historical 
journals,  and  their  concern  is  with  the  artistic  and 
literary  milieu  out  of  which  Degas's  art  evolved. 
The  first  chapter  discusses  Degas's  friendship  with 
Whistler  and  the  similarities  in  their  approach  to 
art.  The  second  analyses  Degas's  debt  as  a 
draughtsman  to  Ingres,  Delacroix  and  Daumier. 
This  essay  proves  Degas's  remarkable  ability  to 
select  and  absorb  distinctive  elements  from  vari- 
ous artists  without  any  hint  of  eclecticism 
weakening  the  truth  of  his  vision.  According  to 
Reff,  from  Ingres  came  'a  Neoclassical  ideal  of 
harmonious  form  and  incisive  drawing',  from 
Delacroix  'a  Romantic  ideal  of  poetic  conception 
and  vibrant  colouring'  and  from  Daumier,  the 
'trenchant  observation  and  unconventional  de- 
sign'. Such  neat  and  clear-cut  parcellmg-out  of 
influences  may  sound  suspiciously  simplistic,  but 
RetT  upholds  his  argument  by  the  use  of  apt 
illustrations,  penetrating  observation  and  per- 
sistently convincing  analysis. 

The  essay  which  most  clearly  demonstrates  the 
complexity  of  Degas's  thought  is  that  entitled 
Pictures  within  Pictures,  in  which  Reff  draws  our 
attention  to  the  different  purposes  behind  the  use 
of  pictures  in  the  background  of  Degas's  paint- 
ings. The  use  of  a  picture  or  view  through  a 
window  to  reinforce  certain  aspects  of  the  subject 
matter,  coincides  with  the  period  when  Degas 
was  most  interested  in  portraiture.  As  a  result 
most  of  the  paintings  discussed  in  this  chapter  are 
portraits  including  that  111  the  Gulbenkian 
Foundation,  Lisbon,  of  an  unidentified  man, 
thought  by  one  critic  to  be  Cezanne,  but  now 
proved  conclusively  to  be  the  painter,  Henri 
Michel-Levy.  In  his  analysis  Reffshows  how  the 
two  paintings  111  the  studio  and  the  mannequin  on 
the  floor  beside  the  artist,  confirm  his  position 
within  the  picture,  reflect  on  his  character  and 
interests  and  at  the  same  time  inform  on  Degas's 
own  personality,  which  was  capable  of  the  same 


withdrawn  and  pessimistic  mood  that  this  por- 
trait expresses.  With  other  examples  RefF  has 
traced  the  original  paintings  from  which  Degas 
made  his  abbreviated  imitations.  This  tracking  of 
the  original  source  is  no  mere  art-historical 
treasure  hunt,  as  in  every  case  RefF  proves  that  the 
choice  of  picture  informs  on  the  sitter  or  subject 
and  on  Degas's  own  wide-ranging  aesthetic 
interests.  Although  the  device  of  a  picture  within 
a  picture  was  a  common  one  at  this  time,  Degas 
used  it  more  ingeniously  than  other  artists,  as  RefF 
notes,  and  with  greater  complexity  of  reference. 
Degas  was  also  concerned  to  relate  the  figure  to 
the  background  in  sympathy  with  Duranty's 
statement,  'we  will  no  longer  separate  the  person 
from  the  apartment  setting'.  Never  in  Degas's 
portraits  is  the  background  neutral,  merely  vague 
or  empty. 

The  concern  to  relate  the  figure  with  its  setting 
relates  Degas's  art  to  that  of  the  Realist  novelists 
of  the  'fifties  and  'sixties,  and  in  the  chapter,  'The 
Artist  and  the  Writer',  RefF  investigates  this 
relationship  in  greater  depth  and  with  particular 
reference  to  Zola,  the  Goncourt  brothers  and 
Duranty,  all  writers  concerned  with  aspects  of 
modern  urban  life.  The  following  chapter  is 
devoted  to  detailed  analysis  of  the  Interior  in  the 
Henry  P.  Mcllhenny  collection,  Philadelphia, 
which,  at  one  time  entitled  The  Rape,  is  out- 
wardly the  most  literary  painting  Degas  ever 
produced  and  which  he  himself  once  referred  to 
as  'my  genre  painting'.  Although  it  has  been  the 
subject  of  much  discussion,  no  satisfactory  expla- 
nation of  this  work  has  yet  been  arrived  at  and  this 
essay  remains  the  most  thorough  and  conclusive 
analysis  to  date.  Reff  discovers  its  principal 
literary  source  in  Zola's  Therese  Raquin  but  thinks 
that  elements  may  also  have  been  taken  from  his 
Madeleine  Ferat.  After  analysing  its  literary 
sources,  RefF  points  out  that  it  also  demonstrates 
Degas's  interest  in  theories  of  physiognomic 
expression  and  his  study  of  artificial  illumination. 
By  emphasizing  both  the  literary  and  purely 
visual  significance  of  this  painting,  the  author 
confirms  the  opinions  of  earlier  critics  that  this  is 
Degas's  masterpiece  as  it  achieves  that  'remark- 
able balance  of  psychological  subtlety  and  pic- 
torial power  which  is  its  distinctive  quality.  .  .'. 

The  two  concluding  chapters  discuss  Degas's 
concern  to  make  his  sculpture  thematically, 
stylistically  and  technically  as  modern  as  his 
pictures,  and  his  impulsive  technical  experiments 
in  all  media.  He  experimented  most  with  pastel, 
which  as  Reff  remarks,  was  'a  traditionally  minor 
medium  that  he  endowed  with  the  versatility  and 
power  of  a  major  one'.  This  essay  on  technique 
demonstrates  further  the  inventiveness  of  Degas's 
mind  and  his  persistent  enquiry  into  both  ideas 
and  methods.  Presented  together  these  essays 
confirm  the  greatness  of  this  artist's  mind  and 
demonstrate  the  variety  of  themes  through  which 
it  was  manifested.  Well  illustrated  and  clearly 
written,  although  with  an  almost  excessive  welter 
of  footnotes,  this  book  makes  widely  available 
essays  that  are  important  contributions  to  the 
study  of  Degas's  art.  It  does  not  however  present  a 
comprehensive  analysis  of  Degas's  mind,  nor  did 
it  set  out  to  do  so.  What  is  unique  to  Degas's 
thought  will  not  become  clear  until  it  is  com- 
pared and  related  fully  to  its  contemporary 
context.  If  Professor  Reffhas  thrown  open  a  few 
windows  onto  Degas's  mind,  it  is  hoped  that  in 
the  future  he  may  be  able  to  present  us  with  a 
book  that  lets  in  the  full  light  of  day. 

Frances  Spalding 
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One  is  inclined  to  think  that  the  great  days  of 
collecting  are  over.  Wide-ranging  collections 
such  as  those  made  in  the  eighteenth  and  nine- 
teenth centuries  by  Beckford,  the  Rothschilds 
and  Walters,  to  take  names  at  random,  are 
unlikely  to  be  equalled  again.  But  we  need  look 
no  further  than  Paul  Mellon's  English  pictures  to 
realise  what  a  remarkable  impact  can  still  be  made 
in  a  particular  and  more  specialist  field. 

This  is  certainly  true  of  Edmund  de  Unger's 
'Keir'  Collection  of  Islamic  Art,  named  after  the 
house  it  recently  adorned.  The  volume  under 
review  is  one  of  four,  each  devoted  to  a  different 
aspect  of  the  collection.  In  a  revealing  preface 
Mr.  de  Unger  asks  'why  does  one  collect?  Is  it  a 
sublimation  of  the  old  hoarding  instinct  ?  Or  does 
a  collection  give  its  owner  a  feeling  of  security  as  a 
fortress  used  to  give  its  occupiers  security  ?  Or  is  it 
perhaps  merely  a  way  of  investing  money?  It  has 
also  been  suggested  that  many  collectors  arc  snobs 
and  are  aiming  for  social  distinction,  since  a  fine 
collection  can  be  a  good  passport  into  Society'. 

Mr.  de  Unger  goes  on  to  write  of  those  who  are 
'born  collectors'  and  although  he  does  not  place 
himself  in  any  particular  category,  he  is  surely  one 
of  these.  He  began  with  Islamic  carpets  at  the  age 
of  sixteen  and  when  his  collection  covered  the 
walls  and  lay  two  deep  on  the  floor  he  turned  to 
pottery,  attracted  by  the  same  qualities  he  en- 
joyed in  carpets  -  warmth  of  colour,  delicacy  and 
boldness  of  design.  He  deliberately  restricted 
himself  to  the  early  periods  of  Islamic  pottery  and 
so  there  are  few  pieces  after  the  fourteenth 
century.  Later  Persian  pottery  or  wares  from 
Ottoman  Turkey  are  not  represented.  Fortu- 
nately, his  chosen  period  saw  some  of  the  greatest 
achievements  of  the  Islamic  potter  and  the  col- 
lection contains  some  superlative  examples. 

Undoubtedly  the  greatest  glory  are  the  lustre 
wares.  These  range  from  those  made  in  Iraq  in  the 
tenth  century,  through  the  Egyptian  Fatimid 
pieces  of  the  eleventh  and  twelfth  centuries  to  the 
Persian  lustres  of  the  twelfth  to  fourteenth  cen- 
turies. In  this  respect,  the  Keir  collection  strongly 
reflects  Edmund  de  Unger's  personal  tastes.  He 
writes  'Early  lustre  is  perhaps  nearest  my  heart. 
Looking  at  my  early  Mesopotamian  bowls  de- 
lights me,  and  each  time  I  dust  my  Fatimid  pieces  I 
have  the  sensation  one  has  when  one  is  in  the 
presence  of  master-pieces'.  Although  it  is  im- 
possible to  list  all  the  delights  of  this  outstanding 
collection,  I  cannot  resist  drawing  attention 
to  two  particular  types  which  are  personal 
favourites.  One  is  the  small  group  of 
Mesopotamian  tin-glazed  pieces  of  the  ninth 
century  painted  with  great  simplicity  in  cobalt- 
blue,  'like  ink  on  snow'  in  Arthur  Lane's  memor- 
able phrase;  the  other  consists  of  the  slip-painted 
Nishapur  Wares  of  the  tenth  to  eleventh  centuries 
of  which  number  57,  painted  solely  with  an 
elegant  kufic  inscription,  is  perhaps  the  best 
example. 

The  catalogue  has  been  written  by  Dr.  Ernst 
Grube.  Rather  than  give  a  conventional  entry  for 
each  piece,  he  has  discussed  the  problems  of 
attribution,  dating  and  iconography  of  each  type 


as  a  group.  This  is  admirably  done  with  an 
emphasis  on  discussion  of  decoration,  somewhat 
at  the  expense  of  an  examination  of  the  glaze  and 
body,  which  would  have  been  valuable.  Grube 
makes  the  interesting  point  that  attributions  such 
as  'Kashan',  for  example,  are  useful  for  identify- 
ing a  class  but  should  not  be  taken  to  mean  that 
pieces  so  called  were  made  exclusively  at  Kashan. 
Indeed,  as  in  the  fields  of  Italian  maiolica  and 
Staffordshire  earthenware,  attributional  catego- 
risation is  being  modified  by  excavated  evidence 
which  tends  to  show  that  'everything  was  made 
everywhere'.  Every  object  is  illustrated  and  there 
are  thirty-one  colour  plates.  The  standard  of  the 
plates  and  their  production  as  a  whole  is  outstand- 
ing although  certain  aspects  of  the  typography- 
lacks  serenity. 

This  catalogue,  by  his  own  admission,  marks 
the  end  of  Edmund  de  Unger's  days  of  collecting 
ceramics.  He  sees  himself  as  'someone  belonging 
to  an  extinct  species  -  the  private  collector  who 
collects  objects  for  their  own  sake  and  for  his  own 
pleasure,  and  not  for  investment'.  He  believes  the 
future  of  collecting  lies  with  institutions  and 
foundations  and  says  'I  shall  be  very  happy  if  my 
forecast  proves  wrong'.  For  his  sake  and  ours,  let 
us  hope  that  it  will. 

Michael  Archer 
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American  glass  history  of  the  eighteenth  century 
is  full  of  uncertainties.  There  is  plenty  of  evidence 
(it  glassm.ikers  .uul  much  preserved  glass,  but  to 
match  up  the  two  has  shown  itself  to  be  difficult. 
The  efforts  at  attributing  a  group  of  existing  glass 
to  Henry  William  Stiegel  foundered  in  the  end, 
because  no  single  piece  of  glass  could  con- 
vincingly be  identified  as  made  by  Stiegel,  and  so 
it  was  impossible  to  distinguish  American-made 
glass  in  European  styles  from  the  great  quantities 
of  glass  that  we  know  were  imported  at  the  time. 

What  a  sensation  then,  when  one  fine  day  in 
192S  a  tall  covered  goblet  was  discovered  in 
Bremen,  Germany,  engraved  with  the  arms  of 
Bremen  and  the  inscription:  'New  Bremen 
Glassmanufactory.  1 788.  North  America  State  of 
Maryland' .  The  goblet  was  clearly  a  presentation 
piece  made  for  some  Bremen  patrons  of  a  glass- 
making  enterprise  111  Maryland.  This  was  easily 
identified  as  the  glasshouse,  founded  near 
Baltimore  in  1784/5  by  John  Fredrick  Amelung 
(1741-1798).  It  was  already  wcllknown  from 
written  sources.  As  the  engraving  is  distinctive  in 
style,  it  has  since  been  possible  to  attribute  more 
than  thirty  decorated  and  inscribed  pieces  to  the 
New  Bremen  Glassmanufactory  with  full  cer- 
tainty, with  a  further  handful  of 'possibles'.  Most 
of  them  are  dedicated  to  relations,  friends  and 
business  contacts  of  Amelung,  and  it  seems  that 
the  engraved  glasses  were  made  only  as  gifts  and 
presentation  pieces,  not  as  commercial  products. 

Amelung  studies  have  been  going  on  with 
intensity  ever  since  1928,  the  story  is  now  as 
complete  as  it  will  probably  ever  be.  It  is  told  in  its 
entirety  in  the  last  issue  of  The  Corning  Journal  of 
Cilas.-  Studies.  This  admirable  annual  first  ap- 
peared in  1959,  and  has  become  a  most  important 


forum  for  international  glass  scholarship.  It 
covers  the  whole  time-spectrum,  from  ancient 
archaeological  studies  to  articles  on  Art  Nouveau 
masterpieces,  writers  can  present  their  texts  in 
English,  German,  French  or  Italian,  and  be  sure 
that  they  will  be  well  printed  and  copiously- 
illustrated.  What  could  be  more  suitable  for  this 
truly  international  periodical  than  to  go  all 
national,  just  for  once,  in  United  States 
Bicentenary  year.  Especially  as  this  happens  to 
coincide  with  the  twenty-fifth  anniversary  of  the 
Corning  Museum. 

Dwight  Lanmon  from  Corning  and  Arlene  M. 
Palmer  from  the  Henry  Winterthur  Museum 


Glass  presentation  goblet,  c.  1788, 

byjohn  Frederick  Amelung, 
New  Bremen  Glass  Manufactory. 
The  Metropolitan  Museum  of  Art , 
Rogers  Fund,  tgz8. 

have  written  the  history  of  Amelung  and  his 
factory.  He  was  born  in  northern  Germany,  and 
learnt  about  glassmaking  at  the  famous  glass- 
house of  Griinenplan.  then  in  the  Duchy  of 
Brunswick.  It  was  when  Griinenplan  ran  into 
troubles,  that  he  decided  to  try  his  luck  in  the  new 
world.  Capitalised  by  a  group  of  merchants  in 
Bremen  and  with  a  team  of  glassmakers  hired 
from  Bohemia  and  various  German  lands,  he  set 
out  for  Baltimore  in  1784,  and  in  nearby  Frederick 
Town  (an  anglicised  form  of  Fnedenchstadt)  he 
set  up  a  factory  for  the  making  of  bottles, 
windowglass  and  table  ware.  He  retired  from 
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glassmaking  after  a  stroke  in  1794,  but  glass 
continued  to  be  made  at  the  factory  well  into  the 
nineteenth  century.  The  story  is  followed  by  an 
illustrated  catalogue  of  all  known  Amclung 
glasses.  An  expert  photographer  has  overcome 
the  old  problem  of  how  to  reproduce,  clearly  and 
on  the  straight,  decorations  that  run  round  a 
conical  cup  of  transparent  glass.  But  even  the 
close  analyses  of  the  engravings  in  their  every 
stroke  have  not  made  it  possible  to  reveal  the 
indentity  of  the  engraver,  only  to  establish  that 
there  was  probably  only  one  of  him.  The  cata- 
logue also  includes  one  intriguing  enamelled 
piece. 

In  1962  and  1963,  the  glasshouse  site  was 
excavated  under  the  expert  leadership  of  Ivor 
Noel  Hume  of  the  Colonial  Williamsburg 
Foundation.  The  structural  parts  uncovered  seem 
to  indicate  that  two  main  furnaces,  nine  ancillary 
ovens  plus  several  workrooms  were  contained 
within  one  massive  building.  That  is  how  it  could 
be  done  when  an  experienced  and  methodical 
man  began  planning  on  virginal  ground. 
Glassmakers'  tools,  fragments  of  pots  and  masses 
of  broken  glass  were  also  found.  Among  the  glass 
fragments  some  stems  with  enamel  spirals  and 
others  with  cut  decorations  are  of  particular 
interest.  Only  few  of  the  fragments  show  any 
resemblance  to  the  glasses  preserved  above 
ground,  and  it  becomes  clear  that  the  engraved 
pieces  represent  a  small  group  within  a  much 
larger  and  more  varied  production.  The  frag- 
ments have  been  chemically  analyzed  by  Dr. 
Robert  H.  Brill  at  Corning.  His  results  have  been 
so  clearly  classified  and  set  out  in  the  text  that  even 
one  who  is  apt  to  stall  when  faced  with,  chemical 
formulae  can  read  and  draw  conclusions  from 
them.  Occasionally  one  notices  a  certain  lack  of 
co-ordination  between  the  various  sections  of  the 
book,  surely  unavoidable  in  a  work  where  so 
many  different  scholars  have  given  their  contri- 
butions, and  easily  excused. 

The  whole  book  is  most  appropriately  dedi- 
cated to  Helen  McKearin,  the  doyenne  of 
American  glass  scholarship,  whose  care  and 
precision  in  the  search  for  facts  and  absolute 
integrity  in  their  interpretation  has  set  the  highest 
standards.  We  congratulate  our  American  col- 
leagues for  using  this  great  national  jubilee  to 
narrate  a  fascinating  American  story,  analyzed  in 
depth,  well  told  and  illustrated  with  all  the 
pictures  one  can  wish  for. 

Ada  Polak 
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When  the  first  edition  of  this  work  appeared  in 
1962  it  was  rightly  hailed  as  an  epoch-making 
event  in  Canaletto  studies,  principally  for  the 
detailed  catalogue  raisonne  of  the  artist's  paintings, 
drawings  and  etchings  that  comprised  the  entire 
second  volume.  In  it  the  late  W.  G.  Constable  had 
not  only  displayed  an  expert  discrimination  in  his 
choice  of  what  was  acceptable  as  autograph  work 


by  the  master,  but  had  also  brought  together  with 
meticulous  care  a  mass  of  detailed  information 
about  dates,  provenances  and  literary  references, 
versions  and  copies,  that  made  the  book  a  mine  of 
useful  information  for  owners,  students  and 
dealers.  Moreover  the  inclusion  in  the  first  vol- 
ume of  an  enormous  number  of  small  repro- 
ductions was  most'welcome  in  providing  a  large 
corpus  ot  illustrations  of  works  that  could  safely 
be  taken  as  being  by  Canaletto  himself,  even 
though  they  were  not  adequate  for  detailed 
study. 

The  four  chapters  on  the  Life  and  Work  of 
Canaletto  in  the  first  volume  were  not,  however, 
received  with  as  much  enthusiasm  as  the  cata- 
logue. Criticism  was  made  of  the  repetitions,  and 
the  failure  to  give  an  impression  of  Canaletto's 
personality  in  the  round  or  of  how  he  was 
regarded  in  the  Venice  of  his  day,  while  various 
suggestions  were  put  forward  of  other  points  that 
might  reasonably  have  been  included. 

In  the  event,  publication  of  the  first  edition  was 
followed  by  a  wave  of  renewed  interest  in 
Canaletto  that  manifested  itself  not  only  in 
articles,  but  in  exhibitions  of  considerable  impor- 
tance, like  the  one  devoted  to  Canaletto  held  in 
Canada  in  1964/s  (of  which  incidentally 
Constable  wrote  the  catalogue)  and  that  of  'I 
Vedutisti  Veneziam  del  Settecento'  at  Venice  in 
1967.  As  a  result,  a  number  of  unknown  works  by 
Canaletto  emerged  from  obscurity  and  problems 
of  attribution  were  keenly  discussed,  especially 
the  difficulties  of  distinguishing  between  the 
work  of  Canaletto  and  that  of  his  nephew 
Bernardo  Bellotto  in  the  1740s.  A  further  impor- 
tant impetus  was  given  by  the  publication  of 
Stefan  Kosakicwicz's  catalogue  of  Bellotto's 
works  (English  edition,  1972),  most  useful  for  its 
definition  of  Bellotto's  achievement  and  the 
attribution  to  Canaletto  of  a  number  of  works 
still  in  dispute. 

In  this  second  edition  of  Constable's  magnum 
opus,}.  G.  Links's  interventions  in  Volume  I  are 
skilfully  arranged  so  as  not  to  upset  the  original 
layout  of  the  text.  Thus  numerous  changes  of  a 
few  words  have  been  made  by  omitting  as  much 
as  has  been  inserted,  without  altering  the  arrange- 
ment of  lines.  Only  on  pages  162  and  163  has  a 
longer  passage  often  lines  been  changed,  by  the 
insertion  of  the  first  of  a  number  of  expressions  of 
Links's  firmly  held  view  (others  are  found  under 
catalogue  Numbers  37,  198  and  537,  and  on  page 
623)  doubting  that  any  paintings  or  drawings  by 
Canaletto  could  betray  the  use  of  a  camera  ottica, 
thus  disagreeing  directly  with  Constable's  opin- 
ion set  out  in  the  corresponding  passage  in  the  first 
edition,  and  similar  views  published  by  D. 
Giosefi,  K.  T.  Parker  and  others.  Elsewhere, 
however,  his  reverent  respect  for  Constable's 
views  is  always  evident  and  it  even  leads  him  to 
reserve  for  the  catalogue  entry  for  Number  552 
the  observation  that  this  drawing  of  The  Piazzetta 
looking  North,  the  Campanile  under  repair  at 
Windsor  shows  'distinct  signs  of  erasure  and 
redrawing  as  if  the  indications  of  damage  had 
been  put  in  later',  a  view  that  ought  to  have  been 
reflected  in  a  change  in  Constable's  reference  to 
this  drawing  on  page  139. 

Unfortunately  the  system  of  using  square 
brackets  to  denote  changes  of  wording  is  not  free 
from  confusion,  as  roughly  as  many  passages  in 
square  brackets  have  been  taken  over  unchanged 
from  the  first  edition  as  have  been  inserted  new 
into  the  second. 

Links's  major  contribution  has  been  in  the 


catalogue  in  Volume  11,  to  which  fifty-eight  new 
works  have  been  added,  thirty-nine  paintings  and 
nineteen  drawings,  all  of  which  are  reproduced. 
In  addition,  one  hundred  and  twenty-nine  repro- 
du<  tions  of  works  catalogued  but  not  reproduced 
in  the  first  edition  have  been  incorporated  with 
those  of  the  new  works  in  a  separate  section  of 
illustrations  at  the  end  of  Volume  1.  In  the 
catalogue,  however,  the  additional  works  are 
intermingled  with  those  previously  listed,  the 
original  numbers  being  left  unchanged  and  the 
new  works  designated  by  asterisks  after  the 
preceding  numbers.  While  there  is  great  advan- 
tage in  keeping  the  numbers  previously  allotted, 
this-  system  results  in  new  works  being  given 
numbers  followed  by  as  many  as  five  asterisks.  As 
asterisks  are  used  for  a  number  of  other  purposes 
in  both  volumes,  one  wonders  if  typographical 
resources  are  so  limited  as  to  have  made  it 
impossible  to  replace  them  by  other  distinguish- 
ing signs  in  some  cases.  Moreover  in  the  cata- 
logue, Links's  changes  in  Constable's  entries  are 
enclosed,  not  in  square  brackets  as  in  Volume  1, 
but  in  round  ones,  even  though  round  brackets 
are  frequently  found  in  Constable's  original 
entries.  Comparison  with  the  first  edition  is  thus 
sometimes  necessary  to  discover  what  is  new ;  also 
to  establish  that  the  paragraph  near  the  end  of 
entry  Number  613  that  is  printed  inside  round 
brackets,  and  then  repeated  without  them,  origi- 
nated in  the  first  edition.  But  such  minor  con- 
fusions do  not  detract  from  the  positive  qualities 
ot  the  revisions  and  additions  to  the  catalogue, 
which  could  only  have  been  made  by  someone 
steeped  in  every  aspect  of  Constable's  activity, 
and  thoroughly  familiar  with  the  topography  of 
Venice. 

Demonstrating  these  accomplishments  to  a 
high  degree,  Mr.  Links  has  worked  his  way 
competently  through  the  enormous  mass  of 
material  in  the  catalogue,  adopting  here  and  there- 
views  expressed  by  other  scholars,  especially 
Kosakiewicz  -  though  by  no  means  always.  And 
if  occasionally,  as  with  Numbers  470  and  471 ,  the 
entries  begin  with  the  statement  'Attributed  to 
Canaletto'  taken  over  from  Constable,  and  end 
with  the  verdict  by  Links  'almost  certainly  by 
Bellotto',  one  can  at  least  respect  his  reluctance  to 
change,  in  spite  of  the  inconsistency. 

On  questions  that  have  recently  divided 
scholarly  opinion,  such  as  the  proposal  to  transfer 
to  Bellotto  the  four  works  divided  between  the 
National  Gallery  of  Canada  and  MajorJ.  M.  Mills 
(Numbers  56,  67,  147,  and  272),  made  by  Terisio 
Pignatti,  adopted  at  Ottawa  and  at  the  Venice 
exhibition  (1967),  Links  maintains  the  traditional 
attribution  to  Canaletto,  as  he  does  too  with  the 
View  oj  Murano  at  Windsor  (Number  365), 
downgraded  by  Michael  Levey  111  1964  to 
'Imitator  of  Canaletto'. 

Conservative  rather  than  venturesome,  Mr. 
Links's  contribution  to  the  catalogue  thus  main- 
tains in  this  second  edition  the  standards  set  by 
Constable  111  the  first.  But  the  picture  of 
Canaletto  as  a  personality  in  the  round  still 
remains  to  be  drawn. 

Eric  Young 
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Claude  Lorrain 
The  Liber  Veritatis 

21  January-26june  1977 
The  British  Museum.  Bloomsbury,  wci 

Claude  decided  to  make  the  drawn  copies  of  his 
own  paintings  which  were  then  bound  into  what 
became  the  Liber  Veritatis  (or  as  Claude  himself 
called  it.  the  Libra  d'Invenzioni  or  Libro  di  Verita) 
after  imitators  in  Rome  had  succeeded  in  passing 
off  their  copies  of  his  paintings  for  King  Philip  iv 
of  Spain  as  originals.  The  first  drawings  Claude 
made  as  records  of  this  type  date  from  the  mid- 
1630s,  and  their  existence  from  then  until  the  time 
of  his  death  forms  a  unique  means  of  verifying  his 
chronology.  Fully  documented  by  Claude's 
biographer,  Filippo  Baldmucci,  the  Liber  re- 
mained in  the  Claude  family  despite  the  attempts 
of  such  an  august  collector  as  Louis  xiv  to  obtain 
it,  and  probably  came  to  England  in  the  early  part 
of  the  eighteenth  century.  In  this  exhibition,  all 
the  sheets  were  spread  out  in  more  or  less 
chronological  order,  and  were  juxtaposed  with 
photographs  of  the  paintings  from  which  Claude 
made  them  where  these  survive.  Although 
Claude  remained  almost  entirely  faithful  to  the 


details  of  his  paintings,  his  fascination  for  the 
actual  process  of  drawing  can  often  be  seen 
overtaking  him:  indeed  all  the  Liber  drawings 
evince  much  more  than  the  desire  simply  to 
record,  and  become  significant  works  of  art  in 
their  own  right.  Claude  alternated  four  sheets  of 
white  paper  with  four  of  blue  throughout  the 
book,  and  perhaps  the  most  beautiful  drawings 
are  those  which  take  advantage  of  the  effect  of  the 
liberal  use  of  white  heightening  against  the  blue 
paper.  Claude's  experience  of  tl\e  light-effects 
peculiar  to  the  Bay  of  Naples  continued  to  be 
reflected  in  his  seaports  and  marines,  and  the 
surprising  feature  of  many  of  these  drawings  is 
that  he  is  able,  with  often  very  modest  means, 
to  suggest  the  richness  which  is  the  result  in  his 
paintings  of  elaborate  oil  technique.  Only  rarely 
do  these  drawings  approach  the  mechanical,  and 
the  only  real  danger  in  seeing  them  exhibited 
together  in  such  a  way  is  monotony.  In  this 
context,  relief  from  the  similarity  of  many  of  the 
drawings  is  provided  by  the  inclusion  of  several 
of  the  rapid  wash  studies  of  the  Roman 
Campagna  which  contrast  so  strongly  with  the 
Liber  drawings,  their  build-up  of  large  areas  of 
transparent  brown  wash  creating  a  shorthand 
descriptive  language  for  romantically  grouped 
trees  and  clumps  of  foliage.  Perhaps  the  most 
memorable  ot  all  the  drawings  in  the  exhibition 
was,  however,  that  of  a  tree  with  low  foliage 
sketched  in  at  the  side  and  base  of  the  sheet,  while 
the  larger  part  of  the  sheet  is  washed  in  glowing 
pink  unrelieved  by  any  drawn  linc-and  suggesting 
the  warmest  Mediterranean  light  effects. 

The  British  Museum  will  be  publishing  a  book 
later  this  year  which  reproduces  all  of  the  draw- 
ings in  the  Liber  Veritatis  with  an  introduction  by 
Michael  Kitson.  This  will  fill  a  large  gap  in  the 
Claude  literature,  making  available  for  the  first 
time  photographs  of  all  the  drawings  111  a  readily 
accessible  format. 

Charles  McCorquodale 


A  Pre-Raphaelite  Passion: 
The  Private  Collection 
of  L.  S.  Lowry 

1  April -31  May  1977 
Manchester  City  Art  Gallery 

Lowry,  the  hermit-like  bachelor,  awkward  in 
appearance  and  solitary  by  nature,  had  a  passion 
for  the  Pre-Raphaelites,  in  particular  Ford 
Madox  Brown  and  Dante  Gabriel  Rossetti.  and 
when  his  own  paintings  began  to  fetch  good 
prices  he  decided  to  indulge  his  desire  to  own 
examples  of  their  work.  As  work  by  Madox 
Brown  was  extremely  scarce,  he  bought  mostly 
Rossetti's,  but  not  the  early  quaint,  gauche  work 
similar  in  its  emotional  impact  to  his  own  figura- 
tive scenes,  but  the  languorous,  over-ripe,  sensual 
women  of  the  mature  and  late  period,  including 
several  drawings  of  Janey  Morris.  Most  of  these 
were  kept  in  his  bedroom  where  they  were  seen 
only  by  the  select  few  allowed  to  penetrate  this 
sanctuary.  A  strange  passion  indeed  for  this 
Victorian  living  in  the  wrong  age.  but  perhaps 
when  his  letters  and  biography  are  published  it 
will  be  found  not  as  surprising  as  it  now  seems. 

This  is  a  small  exhibition  limited  to  some 
twenty  examples  of  Lowry's  large  collection,  and 
it  has  been  chosen  to  emphasise  his  love  of  the 
Pre-Raphaelites.  Apart  from  the  Rossetti's  there 
is  work  by  Madox  Brown,  Fairfax  Murray,  a 
Thomas  Rowlandson,  two  drawings  by  Epstein 
and  one  by  Lucien  Freud.  To  complement  these 
the  City  Art  Gallery's  collection  of  Lowry's  is  for 
the  first  time  on  display  in  its  entirety.  To  look 
from  a  Rossetti  drawing  to  Lowry's  charcoal 
study  Outside  the  Lodging  House  is  to  discover  the 
same  love  of  strong  contour,  but  apart  from  this 
the  links  between  his  own  work  and  that  of  the 
Pre-Raphaelites  he  collected  are  not  obvious. 

Occasionally  Lowry  must  have  regretted  his 
acquisitions.  A  few  fakes  and  copies  were  found 
among  his  collection  and  even  one  or  two 
Rossetti  drawings  were  after  a  while  pushed 
under  the  bed.  But  one  that  clearly  gave  him 
enjoyment  was  the  pen  and  ink  drawing  of  Annie 
Miller.  Holman  Hunt's  fiancee,  which  hung  next 
to  his  favourite  chair  in  his  'front  lounge'  as  he 
called  it.  Executed  111  i860  three  years  after  the 
appearance  of  Ruskin's  The  Elements  of  Drawing, 
Rossetti's  penmanship  is  almost  a  copy  book 
example  of  all  that  Ruskin  advised  in  the  first 
chapter  of  this  book;  tone  is  built  up  out  of  a 
variety  of  strokes  that  range  from  the  emphatic 
cross-hatching  in  the  background  to  the  minute 
scratches  and  dots  that  describe  the  mouth,  eyes 
and  eyelashes.  Here  the  full-blooded  sensuality  of 
his  model  is  balanced  by  the  sensitive  means 
employed.  It  must  have  delighted  both  maker 
and  owner. 

But  despite  this  and  one  or  two  other  very 
fine  examples,  notably  a  version  of  Rossetti's 
Prosperina,  this  collection  is  more  important  for 
the  light  it  throws  on  Lowry  than  for  what  it 
represents  ^in  itself.  His  annual  visits  to  Queen's 
Park  where  the  Pre-Raphaelite  paintings  in 
Manchester  used  to  be  hung,  his  acting  as 
President  to  the  Stone  Gallery's  Rossetti  Society, 
his  visits  to  Birmingham  to  see  its  unique  col- 
lection, all  point  to  a  hitherto  veiled  aspect  of 
Lowry's  character,  for  as  this  exhibition  reveals, 
he  had  a  more  than  aesthetic  interest  in  these  Pre- 
Raphaelite  plums. 

Frances  Spalding 


Claude  Lorrain. 
Landscape  with  Rebecca  taking  leave  of  the  Father. 
from  the  Liber  Veritatis. 
Private  Collection.  The  British  Museum. 
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Baroque  Drawings  from  Holkham 


A  remarkable  collection  of  Italian  Baroque  draw- 
ings lent  by  the  Trustees  of  the  Holkham  Estate  is 
on  view  this  month  at  Agnew's,  43  Old  Bond 
Street,  wi.  They  were  collected  by  the  first  I  arl 
ofLeicester  who  was  in  Italy  from  1712  to  1718 
and  again  in  the  1750s.  Several,  such  as  the  Lutis, 
were  bought  directly  from  the  artists'  studios  and 
1  eii- ester  also  used  Gavin  Hamilton  as  an  agent. 
They  bought  what  was  fashionable  111  Rome  .it 
the  time  and  therefore  are  as  important  111  repre- 


Benedetto  Luti.  Bustofagirl, 
said  to  be  one  of  the  artist's  daughters, 
inscribed,  coloured  chalks,  35.4  x  27.8  cm. 


senting  the  eighteenth-century  taste  in  Italian  art 
as  for  their  intrinsic  high  quality.  Nearly  all  the 
great  masters  of  the  Italian  Baroque  are  included, 
with  the  exception  of  Annibale  Carracci,  to 
whom  several  were  attributed  but  are  not  by  his 
hand.  There  is  only  room  here  to  mention  some 
of  the  most  interesting  of  this  fine  collection.  The 
seven  Claudes  include  a  remarkable  II  aterfall;  by 
Pietro  da  Cortona  are  two  unusual  landscapes, 
by  Carlo  Maratta,  a  swirling  Annunciation,  by 


Guercino,  .1  splendid!  Biiff/r|/n'fi<'m!  two\horkemcn, 
and  by  Castiglione,  a  delicate  Adoration  oj  the 
Shepherds. 

Of  the  two  hundred  and  fifty  old  master 
drawings  in  the  collection  at  Holkham,  over  one 
hundred  will  be  at  Agnew's.  The  Raphael 
Madonna  and  Child  will  not  be  there,  nor  will  the 
few  Netherlandish  drawings,  whose  quality  is  not 
so  high.  What  is  presented  is  a  well-rounded  view 
of  the  finest  period  of  Roman  Baroque.  bl 


Pietro  da  Cortona.  Landscape  with  a  waterfall, 
brush,  27.7  x  43.4  cm. 


■MM 


Cavalier  d'Arpino.  The  Calling  of  Saint  Matthew, 
black  and  red  chalk,  26.7  x  20.5  cm. 


Giovanni  Battista  Gaulli.  Sacrifice  of  Isaac, 
pen  and  ink,  heightened  with  white,  31.7  x  23.2  cm. 


Jan  van  Goyen 

19  April  -  25  May  1977 

Alan  Jacobs  Gallery, 
15  Motcomb  Street,  swi 

The  organisers  of  this  exhibition  are  to  be  con- 
gratulated on  a  remarkable  achievement.  For  this, 
the  first  exhibition  of  van  Goyen's  work  outside 
the  Netherlands,  they  have  succeeded  in  bringing 
together  thirty-six  paintings  from  both  public 
and  private  collections  in  Great  Britain ;  over  halt 
of  them  have  never  been  exhibited  before.  Of  the 
major  holdings,  only  the  National  Gallery  and 
the  National  Trust  have  been  unable  to  lend  their 
pictures,  as  has  become  the  accepted  practice  of 
these  two  bodies  (in  any  case,  one  has  only  to  go  a 
short  distance  to  see  the  important  late  work  in 
the  National  Gallery  from  the  Heathcoat  Amory 
bequest  in  order  to  round  off  the  view  of  the  artist 
presented  here).  It  is  perhaps  a  pity  that  space 
could  not  be  found  for  a  few  of  van  Goyen's 
drawings,  but  apart  from  this,  the  exhibition 
provides  a  conspectus  of  his  work  which  could 
hardly  have  been  bettered  in  an  exhibition  of  this 
size.  Indeed,  small  exhibitions  ot  this  kind  are  to 
be  encouraged :  pleasure  in  viewing  is  not  diluted 
by  exhaustion,  and  one  can  concentrate  better  on 
the  high  quality  of  individual  works. 

Amongst  the  important  and  key  works  in  van 
Goyen's  oeuvre  which  may  be  seen  here  arc  the 
paintings  from  Glasgow  (No.  4  in  this  exhi- 
bition), York  (No.  6),  Sheffield  (No.  8),  Norwich 
(No.  10).  Tormarton  Court  (No.  13), 
Birmingham  (No.  15),  Chatsworth  (No.  20), 
Syon  House  (No.  21),  Castle  Howard  (No.  25), 
and  the  rare,  late,  Winter  Scene  from  Manchester 
(No.  30)  -  which  gives,  too,  some  idea  of  the 
range  of  loans.  One  is  provided  with  the  oppor- 
tunity to  assess  van  Goyen's  stylistic  evolution, 
from  his  earliest  period  through  a  number  of 
examples  from  the  tonal  phase  to  the  achieve- 
ments of  his  late  style,  like  the  great  View  of 
Leiden,  from  Dallam  Tower  (No.  29).  One  may 
compare  pictures  of  a  similar  type,  like  the  views 
of  travellers  resting  at  tin  inn  (Nos.  6  and  iX),  and 
the  remarkable  view  of  towns  seen  in  the  distance 
across  a  long  low  line  of  water,  such  as  the 
panoramic  views  of  Veere  (No.  10),  Dordrecht 
(No.  19),  and  Leiden  (No.  29).  Then  there  arc 
those  pictures  which  immediately  recall  the 
works  of  other  Dutch  landscapists:  above  all  the 

Jan  van  Goy 
signed  and  dated, 
Collection  :  Brigadier  C.  £.  7 


River  Scene  oj  Het  Valckhof  at  Nijmegen  (No.  24), 
that  dramatic  view  from  the  river  also  repre- 
sented in  the  work  of  Cuyp  (Indianapolis  and  the 
Bedford  Estate),  Salomon  van  Ruysdael  (San 
Francisco)  and  several  times  by  van  Goyen 
himself.  Here  too  are  the  panoramic  views  such  as 
Landscape  with  a  distant  view  of  Arnhem  (No.  16) 
and  the  rather  late  View  of  Brussels  (No.  26) 
which  recall  the  achievements  of  Hercules 
Seghers.  How  much  subtler,  for  example,  is  van 
Goyen's  depiction  of  the  recession  of  the  flat 
landscape  into  the  distance  than  the  schematised 
planes  of  the  similar  views  for  which  Philips 
Koninck  is  known  !  Amongst  the  most  rewarding 
comparisons  within  van  Goyen's  own  work 
offered  by  this  exhibition  arc  the  two  winter 
scenes  -  the  charming  early  oval  from  Tormarton 
Court  in  Gloucestershire  (No.  13),  full  of  light- 
hearted  skating  and  sleighing,  with  thinly- 
sketched  windmills  and  houses  in  the  foreground 
and  more  of  both  faintly  in  the  distance,  and  the 
later  scene  from  the  City  Art  Gallery  in 
Manchester  (No.  30) :  here  the  overall  mood  is  far 
more  serious,  the  anecdotal  element  almost 
entirely  suppressed,  every  activity  stripped  of  its 
gaiety.  But  above  all  one  notes  in  this  picture  the 
extraordinary  vigour  of  the  brushwork:  coarse 
strokes  111  the  sky,  and  a  starkly  bare  tree  dominat- 
ing the  scene  on  the  right,  sketched  with  an 
equally  intense  assurance  and  vigour.  Indeed,  the 
exhibition  offers  a  whole  range  of  opportunities 
for  reflection  on  the  unparalleled  swiftness  of  van 
Goyen's  technique,  on  the  effects"  gained  by  the 
thin  paint  surfaces  often  leaving  much  of  the 
ground  exposed,  and  on  the  role  of  colours,  from 
the  joyous  blues  of  sky  when  it  is  not  overcast  or 
stormy,  to  the  significant  touches  of  colour 
frequently  embedded  in  one  or  two  of  the  figures. 
It  is  this  aspect  of  the  artist's  brilliant  and  precise 
technique  -  never  diminished  by  the  obvious 
speed  with  which  he  painted  -  that  has  not 
received  sufficient  attention  in  a  literature  too 
often  concentrated  on  the  purely  compositional 
features  of  his  oeuvre. 

The  exhibition  is  accompanied  by  a  sound  and 
well-illustrated  catalogue  (Alan  Jacobs,  ,£3.00). 
Apart  from  being  a  useful  supplement  to  the 
standard  work  by  H.  U.  Beck  (1972/3)  and  the 
catalogue  of  the  1  960  Leiden/Arnhem  exhibition, 
it  contains  a  thorough  'Chronology  of  the  acqui- 
sition of  pictures  by  and  attributed  to  Jan  van 

en.  View  ofLeyden, 

1 65  1 ,  104.7  x  169  cm. 

ryon-  Wilson.  Alan  Jacobs  Gallery. 


Goyen  in  British  Collections',  and  an  illuminat- 
ing chapter  on  van  Goyen  and  British  Taste,  both 
by  Christopher  Wright.  In  the  former,  much  data 
may  be  found  on  attnbutional  problems,  while 
the  latter  adds  an  important  chapter  to  the  histoTy 
of  British  attitudes  to  Dutch  art.  Apart  from  the 
interest  in  van  Goyen  displayed  by  Crome, 
Constable  and  Turner  -  and  despite  the  predict- 
able disapproval  of  the  artist  by  Reynolds  and 
Ruskin  -  the  esteem  in  which  he  has  long  been 
held  in  this  country  once  again  seems  to  be  in 
advance  of  similar  developments  abroad.  In 
France,  on  the  whole,  his  recognition  postdated 
the  appreciation  of  the  Impressionists;  but  even  in 
the  late  eighteenth  century  the  numbers  of 
pictures  by  van  Goyen  sold  in  England  approxi- 
mately equalled  that  of  the  Italianate  landscapists 
Both  and  Berchem.  This  exhibition  splendidly 
represents  the  fruit  of  one  country's  devotion  to 
his  work.  David  Freedberg 


The  Burrell  Collection 

29  January  -  12  March  1977 
Hatton  Gallery,  Newcastle 

This  important  selection  from  the  Burrell 
Collection  gives  a  foretaste  of  the  rich  experience 
that  will  be  offered  by  the  collection  as  a  whole 
when  it  is  housed  in  the  new  Glasgow  museum  on 
which  work  is  to  begin  in  1978.  Following  the 
show  at  the  Hayward  Gallery  in  1975,  a  selection 
of  late  Mediaeval  treasures  and  nineteenth- 
century  French  paintings  is  now  touring  the 
provinces.  The  Arts  Council  is  to  be  congratu- 
lated on  the  excellence  of  the  presentation:  the 
stained  glass  from  Fawksley  Hall  is  illuminated  in 
a  darkened  room,  the  carvings  are  encased  in 
perspex  boxes  that  enable  close  and  easy  viewing, 
and  the  paintings  are  hung  to  create  illuminating 
juxtapositions.  Manet's  Roses  in  a  Champagne 
Glass  is  placed  next  to  two  small  studies  of  fruit  by 
Courbet.  The  urbane  Manet  flashes  out  his  suave 
colour  harmonies  of  pink,  green,  and  lemon- 
yellow  off-set  by  cool  grey  and  demands  an 
immediate  response,  while  Courbet's  more  sub- 
dued tonalities  require  more  searching  in- 
vestigation before  the  full  richness  of  colour  is 
felt.  The  integrity  of  his  vision  allowed  no 
abbreviation  of  statement  for  mere  effect.  A 
similar  insight  into  the  different  nature  of  two 
artist's  work  is  afforded  by  the  hanging  of  Degas's 
Rehearsal  next  to  Whistler's  Nocturne  in  Blue  and 
Gold,  Westminster.  The  Degas  is  a  mature  work 
but  the  technique  is  still  subtle  and  delicate.  The 
composition  divides  into  two  wedge-shaped 
areas  in  which  form  balances  emptiness,  firmly- 
modelled  flesh  is  contrasted  with  insubstantial 
gauze  skirts,  large  areas  of  softly  modulated 
neutral  tones  set  off  small  notes  of  strong  colour 
that  echo  their  way  across  the  picture  surface.  All 
is  balanced  with  such  sure  and  subtle  conterpoint, 
the  effect  is  not  dissimilar  to  the  poise  and  firm 
control  of  a  ballet  dancer.  Besides  this  complexity 
and  the  pressure  of  intellectual  content  behind  its 
resolution,  Whistler's  Nocturne,  although  per- 
fectly realised,  remains  a  relatively  limited 
achievement.  'Too  much  a  matter  of  nerves', 
Roger  Fry  once  wrote  of  this  artist,  'too  little 
sustained  by  spiritual  energies  from  within". 

As  saturated  colour  is  a  characteristic  shared  by 
many  of  these  French  paintings,  the  passage  from 
Courbet  or  Cezanne  to  Memlinc  is  an  easy  one. 
One  could  hardly  find  a  deeper  blue  than  that  of 
the  Virgin's  robe  in  The  Virgin  Annunciate,  or  a 


more  brilliant  vermilion  than  that  of  the  bed 
cloth  and  hangings  behind.  No  angel  is  present 
but  the  sunlight  that  streams  in  on  the  left  passes 
through  a  glass  carafe  and  acts  as  a  symbol  tor  the 
immaculate  conception:  as  the  sunbeam  passes 
through  but  does  not  break  the  glass,  so  the 
Christ-child  was  conceived.  The  symbol  was  a 
popular  one  and  like  the  lilies  in  the  foreground, 
was  much  used  by  van  Eyck,  the  Master  ot 
Flemalle  and  others. 

This  exhibition  will  be  greatly  welcomed  both 
in  Sheffield  and  Swansea  where  it  will  be  seen  in 
its  entirety,  and  in  Bristol,  York,  Nottingham, 
Manchester,  Durham  and  Norwich  where  only 
the  French  paintings  will  be  shown.  There  is  some 
overlap  with  the  Hayward  exhibition  but  the 
number  of  masterpieces  included  will  ensure  the 
show's  success.  Until  8  May  the  show  is  at  the 
Graves  Art  Gallery,  Sheffield,  and  from  18  June 
to  i6july,  it  will  be  at  the  Glyn  Vivian  Gallery, 
Swansea.  Frances  Spalding 


Hans  Memlinc. 
The  Virgin  Annunciate. 
The  Burrell  Collection . 


Japanese  Paintings  and  Prints : 
Schools  of  Ganku  and  Buncho 

4  February  -  19  June  1977 
The  British  Museum,  Bloomsbury,  wci 

Last  year,  the  British  Museum  staged  an  illu- 
minating and,  as  it  proved,  unusually  popular 
exhibition  of  paintings  and  prints  of  the  Shijo 
school,  the  closest  that  Japan  came  to  producing  a 
naturalistic  movement.  Continuing  this  welcome 
policy  of  limelighting  pictorial  art  in  the  period 
1750-1850  -justly  termed,  in  the  Notes  provided 
by  the  Museum,  'one  of  the  most  exciting  111  the 
history  ot  Japanese  art',  -  the  Department  of 
Oriental  Antiquities  has  now  turned  to  two  other 


major  artists,  Kishi  Ganku  and  Tani  Buncho. 
Both  to  some  extent  stood  outside  the  major 
'neo-classical'  trends  of  the  period,  Shijo,  already 
referred  to,  and  Nanga,  more  obviously  com- 
mitted to  Chinese  literati  style.  Both,  it  is  true, 
looked  towards  China  for  their  inspiration,  but  it 
is  more  the  wide  disparity  of  their  work  than  the 
consonances  that  intrigue  us,  the  evidence  of 
opposing  temperaments  and  of  the  differing 
sources  for  their  study  of  Chinese  painting. 
Ganku,  a  provincial  parvenu  rather  formidably 
introvert,  rarely  eliciting  a  sympathetic  word 
from  his  contemporaries,  based  his  style  on  an 
obscure  artist  named  Ransai  (known  mainly  by 
some  splendid  volumes  of  prints,  some  of  which 
are  exhibited)  who  continued  a  tradition  of  rather 
dry  naturalism  founded  in  Nagasaki  on  the 
example  of  a  Chinese  artist,  Ch'in  Nampin,  who 
stayed  there  for  two  years  in  173 1-1732 ;  Buncho, 
well-connected,  an  Edo-ite  attuned  to  the  stimu- 
lating and  often  hectic  culture  and  hedonism  of 
the  Shogun's  capital,  was  immensely  gifted,  and 
although  basically  Nanga,  almost  too  eclectic  in 
his  willingness  to  try  his  hand  at  every  current 
form  of  art. 

Ganku  is  represented  by  one  of  his  finest 
paintings  outside  Japan,  the  Tiger  by  a  Torrent,  a 
powerful  work  where  he  has  exploited  a  wide 
variety  of  contrasting  brush  techniques  to  bring 
home  the  lithe  ferocity  of  the  animal,  the  rough 
coruscations  of  the  rocks  and  the  lightning 
movement  of  shattered  water.  None  of  his  pupils 
achieved  anything  so  powerful  as  this,  but  one, 
Gantai,  although  capable  of  reproducing  the 
idiosyncracies  of  Ganku's  brush-stroke,  even- 
tually lost  the  abrasive  touch  of  his  master,  and 
ended  in  a  lyricism  that  allied  him  closely  to  Shijo. 
Bumpo,  another  and  greater  follower  of  Ganku, 
is  known  more  widely  than  others  because  of  the 
numerous  books  ot  colour-prints  produced  after 
his  drawings.  Several  of  these  books  are  exhibited 
and  explain  Bumpo's  wide  popularity.  His  un- 
questionable gifts  as  an  artist  with  a  brush  are 
explicit:  and  that  they  are  but  one  attribute  of  a 
person  of  taste  and  urbane  culture  -  qualities  he 
shared  with  several  people  in  the  Kyoto  of  his  day 
-  is  sensed  in  the  allusiveness  of  these  woodcuts 
and  their  feeling  for  nature  and  man.  Buncho  is 
seen  to  best  advantage  in  this  exhibition  in  a  series 
of  ten  paintings  from  an  album.  The  masterly 
brushwork  -  thrusting  line,  intangible  wash, 
shrewd  accent  -  is  far  more  the  point  of  each 
drawing  then  the  ostensible  subject-matter. 
Buncho  had  a  large  circle  of  followers,  of  a 
diversity  of  output  that  is  perhaps  due  to  his  own 
eclecticism.  Watanabe  Kazan,  the  greatest,  tend- 
ed to  pursue  Nanga  (though  the  fine  fan  exhibited 
is  of  a  modified,  less  extreme  form,  and  reminds 
one  how  much  Chinzan,  another  Buncho  pupil, 
owed  to  his  association  with  Kazan).  Kanrin  and 
Keisai  developed  their  own  styles  in  bird- 
painting;  Umpo,  a  species  of  landscape  that 
evades  classification  and  seems  to  foreshadow  the 
paintings  of  the  latter  part  of  the  nineteenth 
century  when  school  tags  became  less  and  less 
viable. 

But  the  great  thing  for  those  visiting  the 
exhibition,  whatever  their  previous  acquaintance 
withjapanese  painting,  is  the  vitality  of  the  artists 
and  their  readiness  to  deploy  their  Chinese  lore  - 
however  gained,  however  imperfect  -  in  the 
creation  of  individual  styles  in  landscape,  and  in 
flower,  bird  and  animal  painting. 

Jack  Hillier 


Churchill's  Paintings 

Fainting,  for  Sir  Winston  Churchill,  was  a 
relaxation  from  the  heavy  responsibilities  and 
exacting  duties  of  his  political  life.  He  took  it  up 
only  in  his  early  forties  and  continued  late  into  the 
1950s,  producing  something  every  year  except 
during  the  Second  World  War.  In  his  essay 
'Fainting  as  a  Pastime'  he  wrote,  'We  cannot 
aspire  to  masterpieces.  We  may  content  ourselves 
with  a  joy  ride  in  a  paint-box.  And  for  this 
Audacity  is  the  only  ticket'.  And  his  paintings 
certainly  put  these  sentiments  into  practice,  each 
one  is  bold  and  decisive:  again,  he  says,  'Splash 
into  the  turpentine,  wallop  into  the  blue  and 
white,  frantic  flourish  on  the  palette  .  .  .  and  then 
several  large,  fierce  strokes  and  slashes  of  blue  on 
the  absolutely  cowering  canvas'. 

Throughout  this  month,  Knoedler's  ot  143 
New  Bond  Street  are  displaying  about  forty-five 
of  Churchill's  paintings,  lent  from  several  public 
and  private  collections,  in  particular  those  of  his 
family.  They  are  a  representative  selection  from 
the  whole  of  his  painting  career,  with  the  em- 
phasis on  the  'twenties  and  'thirties,  and  show  the 
continuing  inspiration  he  derived  from  pro- 
fessional painters  such  as  Lavery  and  Sickert.  His 
own  'audacity'  and  enjoyment  of  paint  seldom 
marred  his  competence  and  his  bright  colours  and 
bold  splashes  often  make  very  successful  com- 
positions. His  subjects  are  varied  -  flowers, 
interiors  (The  tapestries  at  Blenheim,  c.  1930), 
portraits  (Lady  Kitty  Somerset,  c.  1922  and  an 
extremely  fine  Self-portrait,  c.  1920)  the  south  of 
France  [View  of  Monte  Carlo,  c.  1930),  snow  scenes 
( The  Weald  of  Kent  under  snow,  c.  1935)  Chartwell 
(Sir  Winston  Churchill  painting  under  the  loggia  at 
Chartwell,  1927)  and  pure  essays  in  colour  (Sunset 
over  the  Sea,  1920s).  All  reflect  his  love  of  light  and 
colour  and  his  sheer  enjoyment  in  putting  these 
on  to  canvas.  bl 


Sir  Winston  Churchill. 
Le  Moulin  Saitit-Georges-Motel,  c.  1925. 
24  x  18  inches, 
Private  Collection. 
Knoedler's. 
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A  small  exhibition  of  Chinese  blue  and  white 
porcelain  organised  by  the  Circulation 
Department  of  the  Victoria  and  Albert 
Museum,  and  recently  on  view  there,  is  now 
touring  the  provinces.  It  covers  the  develop- 
%  ment  of  underglaze  painting  in  cobalt  blue 
.pigment  on  white  porcelain  from  the  Sung 
dynasty  up  to  the  late  eighteenth  century.  The 
capture  by  the  Dutch  in  1603  of  a  Portuguese  ship 
loaded  with  silks,  porcelain  and  lacquered  wares 
from  China,  sparked  off  a  massive  demand  from 
Europe  for  blue  and  white.  Several  thousand 
pieces  were  exported  to  both  Europe  and  the 
Middle  East,  many  being  made  specifically  for 
the  purpose  and  therefore  catering  for  foreign 
tastes.  Ideas  were  interchanged  and  the  art  of 
two  continents  was  profoundly  affected.  The 
exhibition  is  compact  and  enjoyable,  providing 
clear  information  about  the  history  of  the  style 
and  techniques  of  blue  and  white  wares. 

Double  gourd-shapejar,  painted 
with  flowers  and  felicitous  symbols, 
made  for  export  and  bought  111  Persia, 
Ming  (c.  1600). 
Height:  26.5  cm. 
Victoria  and  Albert  Museum. 


The  'Annual  Exhibition  of  English  Water- 
colours'  currently  at  Spink  and  Son,  King  Street, 
St.  James's,  swi  provides  a  wide  variety  of  artists 
and  styles  to  cater  for  many  different  tastes.  From 
the  topographical  and  picturesque  phase  of  the 
English  watercolour  school,  there  is  Edward 
Daycs,  Anthony  Devis,  Julius  Caesar  Ibbetson 
and  Thomas  Hearne.  Thomas  Rowlandson  and 
John  Nixon  provide  their  habitual  notes  of 
humour.  Further  rustic  scenes  are  provided  by 
Peter  de  Wint's  Travellers  watering  their  horses, 
James  Ward's  lively  Ploughman  and  two  oxen,  and 
works  by  David  Cox,  Miles  Birkett  roster  and 


Joseph  Powell.  There  arc  marine  pictures  by 
George  Chambers,  Thomas  Sewell  Robins, 
John  Thomas  Serres  and  William  Callow,  and 
views  of  Italy  by  Edward  Lear.  Hercules 
Brabazon,  Thomas  Hartley  Cromek  (a  startling 
view  of  the  outer  colonnade  of  the  Colosseum), 
James  Holland  and  Callow.  Oriental  interests 
are  represented  by  George  Chinnery.  Albert 
Goodwin  and  a  fine  sketch  of  two  Arnout  guards 
in  Turkey  by  J.  F.  Lewis,  and  for  Scottish 
enthusiasts  there  is  David  Wilkie,  J.  D.  Harding 
and  T.  M.  Richardson.  Jnr.  bl 


At  Strike  One.  ia  Camden  Walk,  Islington 
Green,  ni,  is  an  exhibition  of 'Act  of  Parliament' 
clocks,  so-called  because  they  were  put  up  in 
public  places  such  as  taverns  for  the  benefit  of 
those  who  could  not  afford  watches  when  a  tax  on 
them  was  introduced  in  1797.  Production  of 
clocks  such  as  these  began  in  about  1720  and 
continued  for  about  one  hundred  years.  Many  are 
very  decorative;  several  different  types  are  repre- 
sented in  the  exhibition  including  two  rare 
examples  with  full  hour  strike. 

Gainsborough  and  his 
musical  friends 

5  May  -  7june  1977 
The  Iveagh  Bequest,  Kenwood,  NW3 

The  English-speaking  world  is  familiar  with 
Reynolds's  portraits  of  his  literary  circle;  Gains- 
borough's portraits  of  his  musical  friends  and 
patrons  are  less  well-known  and  it  is  a  happy  idea 
to  mark  the  two  hundred  and  fiftieth  anniversary 
of  his  birth  with  this  small  re-union,  which 
consists  of  some  dozen  paintings  plus  drawings 
and  prints.  While  we  cannot  judge  the  painter's 
own  musical  ability  from  the  conflicting  anec- 
dotes collected  in  Whitley's  'Life'  there  is  no 
doubt  that  his  enthusiasm  has  given  us  a  group  of 
portraits  which  are  quite  remarkably  sympathetic 
and  alive. 

The  painter's  interest  in  music  began  during  his 
Ipswich  days  in  the  1750s  and  probably  helped 
towards  commissions  from  musically  inclined 
sitters,  such  as  the  solidly  coloured  William 
Wollaston,  holding  his  flute,  of  1758.  Before  he 
left  Ipswich  the  follow  ing  year  he  had  met  the 
Italian  violinist  Felice  de  Giardini,  whose  portrait 
of  r.  1760  is  the  first  of  that  group  of  continental 
musicians  with  whom  he  became  intimate. 

In  Bath  he  met  first  the  composer  Karl  Fnedrich 
Abel,  shown  playing  the  viol  dagamba  in  the  chalk 


Thomas  Hf.arne. 
A  view  oj Dover from  the  quay,  44.5  x  58.4  cm. 
Spink  and  Son. 
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Thomas  Gainsborough. 
William  II 'ollaston  (1730-1797),  127  x  101  cm. 
Ipswich  Museums  and  Art  Gallery.  The  Iveagh  Bequest,  Kenwood. 


sketch  off.  1765  which  was  re-discovcrcd  last 
year.  This  friendship  was  followed  by  ones  with 
J.  C.  Bach,  shown  in  a  later  portrait  of  1778, 
whom  he  met  in  1 762.  and  with  the  composer  and 
oboe  player  J.  C.  Fisher,  whom  he  met  at  the  end 
of  the  decade.  The  way  of  life  of  the  friends  is 
captured  in  the  British  Museum's  red  chalk 
drawing  of  The  Music  Party  of  the  early  1770s, 
which  probably  shows  Giardini  with  members  of 
the  Linley  family. 

This  life  continued  after  Gainsborough  moved 
to  London  in  1 774.  Sadly  we  know  little  about  his 
part  in  the  decorations  of  the  room  where  Abel 
and  Bach  held  their  concerts;  his  Comic  Muse,  one 
of  a  number  of  figures  by  different  artists  which 
were  lit  from  behind,  was  particularly  admired. 
With  the  prospect  of  public  exhibitions  this 
period  saw  pictures  with  a  different  purpose  from 
the  more  informal  studies.  Of  the  few  exhibition 
pictures  of  his  musical  friends  some  of  the  most 
celebrated  are  in  America  but  the  organisers  have 
been  able  to  borrow  the  full-length  of  the  Linley 
Sisters  (ra  1772)  and  of  later  exhibits  the  splendid 


Johann  Christian  Fischer  (ra  1780)  from  the  Royal 
Collection. 

This  last  picture  gives  prominence  to  the 
pianoforte  with  the  label  of  Merlin,  whose 
portrait  by  Gainsborough  remains  untraced.  The 
painter  was  interested  in  instruments  and  the 
exhibition  includes  a  number  which  are  as  close  as 
possible  to  those  in  the  paintings.  Kenwood  is 
particularly  suited  to  such  an  exhibition,  not  only 
because  it  is  a  house  of  the  period  but  because  of  its 
musical  activities  and  on  29  May  there  is  to  be  a 
concert  including  pieces  composed  by  many  of 
those  in  the  exhibition,  amateurs  such  as  the  Earl 
oj  Abingdon  as  well  as  the  professional  musicians. 

At  the  Fitzwilham  Museum,  Cambridge,  dur- 
ing May,  is  an  exhibition  of  the  Museum's 
holdings  of  Gainsborough's  paintings  and  draw- 
ings and  a  selection  of  the  Founder's  collection 
of  English  Music.  In  conjunction  with  this,  three 
concerts  are  being  held  and  a  booklet  'Gains- 
borough, English  Music  and  the  Fitzwilliam',  is 
being  published. 

David  Alexander 


WEST  GERMANY 


Venetian  Paintings  from  the 
National  Gallery,  London 

Wallraf-Richartz-Museum,  Cologne 

While  many  English  people  this  Spring  are  for 
the  first  time  savouring  the  gentle  and  delicate 
delights  of  the  fifteenth-century  Cologne  School, 
the  burghers  of  Cologne,  whose  generous  loan 
brought  about  the  current  exhibition  at  the 
National  Gallery,  are  having  their  sensibilities 
rather  more  rudely  stimulated  by  the  particular 
pleasures  of  the  Venetian  school  of  painting. 
Palma  Vecchio's  ravishing  and  recently  cleaned 
Blonde  Woman  offers  a  provocatively  fleshy 
invitation,  proclaimed  on  posters  throughout  the 
city,  to  visit  a  reciprocal  loan  of  Venetian 
Paintings  from  the  National  Gallery,  London. 
The  pictures  range  in  date  from  the  small  Saint 
with  a  Book  by  Michele  Giambono  (active 
1420-1462)  to  three  paintings  by  Guardi  prob- 
ably dating  from  the  decade  1770— 1780. 

In  all,  twenty-two  paintings  have  travelled  to 
Cologne  and  they  are  supplemented  in  the 
exhibition  by  four  pictures  from  the  Wallraf- 
Richartz-Museum's  permanent  collection.  These 
arc  the  large  Pans  Bordone  Bathsheba,  Piazzetta's 
Idyll  on  a  Seashore  (which  was  commissioned 
from  the  artist,  probably  sometime  between 
1741-1745,  by  his  patron  Field-Marshal  von  der 
Schulenburg,  and  a  studio  version  of  which  is  at 
Dublin),  G.  D.  Tiepolo's  Adoration  of  the  Kings 
and  the  very  Bellotto-like  Canaletto  of  the  Grand 
Canal  from  the  Rialto  Bridge.  Rather  fittingly  in  an 
exhibition  of  Venetian  pictures  which  are  pre- 
dominantly from  an  English  collection  the  attri- 
bution of  this  painting  to  Canaletto  (as  Brigitte 
Hesse  has  pointed  out  111  the  Wallraf-Richartz- 
Museum  catalogue,  1973)  depends  much  upon 
the  detail  of  the  Palazzo  Mangilh-Valmarana 
(formerly  Palazzo  Balbi)  which  was  owned  by 
Canaletto's  patron  Consul  Joseph  Smith.  The 
Cologne  picture  differs  from  other  versions  of  the 
view  in  that  it  shows  Smith's  palace  demolished 
to  the  foundations  of  the  lower  floor  before 
Antonio  Visentini's  alterations  to  the  building 
which  were  completed  in  1 75 1 ;  and  Dr.  Hesse  has 
suggested  that  the  picture  may  represent  a  'docu- 
ment' commissioned  by  Smith  to  show  his  palace 
at  a  particular  stage  of  rebuilding. 

Of  the  National  Gallery  pictures  several  have 
been  specially  cleaned.  These  include  the 
Giambono  Saint,  Saint  Jerome  reading  in  a  land- 
scape, catalogued  as  by  a  Follower  of  Giovanni 
Bellini,  two  views  of  Venice  associated  with 
Canaletto  and  Palma  Vecchio's  Blonde  Woman, 
sometimes  referred  to  as  Flora.  The  results  of  the 
cleaning  in  all  cases  has  provided  grounds  for 
renewed  discussion  of  the  pictures  and  with  the 
Palma  and  Bellini,  produced  stunning  results. 

Giambono's  Saint  with  a  Book,  sometimes 
called  Saint  Mark  (and  an  old  inscription  'San 
[  ?]Marcho'  has  been  uncovered  with  cleaning)  is  a 
panel  from  a  polyptich  which  is  one  of  the  artist's 
most  substantial  works.  In  the  proposed  recon- 
struction of  the  altarpiece  published  by  E. 
Sandberg-Vavala  in  tht:  Journal  of  the  Warburg  and 
Courtauld  Institutes  (1947)  she  found  the  black  back- 
ground of  the  National  Gallery  panel  puzzling, 
as  the  other  parts  elsewhere  seemed  all  to  have 
blue  backgrounds.  In  the  cleaning  the  remains  of 
the  original  blue  background  have  been  un- 
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covered  under  the  black  over-paint,  and  what  is 
even  more  interesting,  a  painted  shape  probably 
corresponding  with  the  original  frame  is  now  also 
visible.  The  small  panel  of  Saint  Jerome  reading  in  a 
landscape  was  purchased  as  Basaiti  by  the  Gallery 
in  1855  and  was  cautiously  catalogued  by  Martin 
Davies  in  195 1  as  'Follower  of  Giovanni  Bellini". 
Its  composition  is  similar  to  that  in  several 
pictures  by  or  associated  with  Bellini,  but  most  of 
all  to  the  much  larger  picture  in  the  Contini- 
Bonacossi  Collection,  Florence  which  may  orig- 
inally have  been  an  altarpiece  in  S.  Maria  del 
Miracoli  at  Venice.  The  National  Gallery  picture 
is  accepted  by  most  Bellini  scholars  as  the  artist's 
work  and  its  status  will  be  seriously  reconsidered, 
as  a  result  of  the  cleaning,  in  Allan  Braham's 
revised  edition  of  the  'Earlier  Italian  Schools 
Catalogue'  currently  in  progress. 

The  two  views  of  Venice,  S.  Pietro  in  Castello 
and  the  Entrance  to  the  Cannaregio,  catalogued  as 
'Studio  of  Canaletto'  have  also  been  cleaned  with 
fascinating  results.  Both  were  seen  by  Waagen  in 
1857  in  the  collection  of  John  Henderson  (who 
bequeathed  them  to  the  Gallery),  and  since  that 
time  at  least  they  have  been  treated  as  pendants.  In 
the  cleaning  a  very  heavily  discoloured  varnish 
was  removed  and  what  appears  to  be  distinctly 
different  hands  of  work  in  each  picture  has  been 
revealed.  It  is  even  possible  that  S.  Pietro  in 


Castello  has  been  slightly  cut  at  some  stage  in 
order  to  make  its  size  accord  with  its  fostered 
pendant.  The  handling  of  paint  in  this  picture  is 
much  treer  than  in  the  other  and  it  is  also  colder  in 
tone.  It  is  possibly  worth  reconsidering  the 
suggestion  made  by  G.  A.  Simonson  in  1904,  of 
Bellotto  for  the  painting,  although  The  Entrance 
to  the  Cannaregio  (similarly  considered  by 
Simonson),  which  is  of  good  quality,  patently  has 
nothing  to  do  with  the  later  artist.  Other  pictures 
in  the  exhibition  are  the  largest  of  the  Gallery's 
two  Depositions  by  G.  D.  Tiepolo,  The  Virgin  and 
Child  appearing  to  a  group  of  Saints  by  G.  B. 
I  tepolo,  and  two  pictures  by  Pietro  Longhi. 
Among  the  earlier  pictures  are  the  Four  Scenes 
from  an  Eclogue  of  Tebaldeo  now  attributed  to 
Prcvitali  but  purchased  as  Giorgione  in  1937;  the 
portrait  of  the  Doge  Andrea  Gritti  by  Catena 
thought  in  the  last  century  to  be  by  Titian  and 
cited  as  a  perfect  example  of  that  artist's  'finish'  by 
Burne-Jones  in  the  libel  action  brought  against 
Ruskin  by  Whistler;  and  the  Portrait  of  a  Man 
holding  a  pair  qj  Dividers  ascribed  to  Gentile  Bellini 
which  Cecil  Gould  has  suggested  may  be  a 
portrait  of  Giovanni  Bellini. 

A  fully  illustrated  catalogue  of  the  exhibition, 
in  German,  is  available. 


HOMAN  PoTTLRTON 


Palma  Vecchio. 
.-I  Blonde  Woman,  77  x  64  cm. 
National  Gallery,  London. 


From  a  selection  of  new  aquisitions  of  the 
Badisches  Landesmuseum,  Karlsruhe.  The 
famous  bust  by  Alphonse  Mucha,  sculpted  in 
Paris  c.  1900  and  believed  to  be  a  likeness  of 
Sarah  Bernhardt  is  on  view  in  the  Art  Nouvcau 
section  at  the  Badisches  Landesmuseum. 
Alphonse  Mucha  was  born  in  Prague  in  i860 
and  was  one  of  the  leading  figures  of  the  Art 
Nouvcau  period  with  a  repertoire  spanning 
jewellery,  furniture,  costumes,  commercial 
design  and  above  all  graphics. 
Among  the  other  aquisitions  at  the  Karlsruhe 
SchloB  is  a  'Punkplatter"  which  was  made  for 
the  Pans  World  Exhibition  in  1X67.  A  special 
rarity  is  a  Russian  porcelain  vase  by  an  associate 
ot  Kasimir  Malevitch  decorated  111  abstract 
geometrical  forms. 
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Aid  for  Boro-Budur 

An  exhibition,  previously  on  view  in  Brussels, 
has  been  mounted  at  the  Rijksmuseum  ot 
Amsterdam  of  bas-reliefs,  statues  and  jewels  trom 
the  temple  of  Boro-Budur  (Java).  This  most 
massive  of  all  Buddhist  monuments  is  crumbling 
dangerously  and  unesco  has  launched  an  appeal 
to  save  it.  The  temple,  constructed  in  terraces 
dating  from  the  end  of  the  eighth  century, 
covered  in  symbolic  and  ritual  sculptures  and 
secularised  for  over  a  thousand  years  un- 
doubtedly marks  an  important  stage  in  man's 
cultural  progress.  The  exhibition  in  Amsterdam 
will  end  on  12  June,  will  go  to  Vienna  trom  24 
June  to  4  September,  to  Humlebaek  near 
Copenhagen  from  24  September  to  4  December, 
to  Pans  from  16  December  to  28  February  1978 
and  finally  to  Munich  from  15  March  to  10  May 
1978.  GS 


Eskimo  Art  from  Canada 

From  6  May  to  6  June  the  Stedelijk  Museum 
(Hoogstraat.  112  Schiedan)  has  on  view  items 
characteristic  of  the  culture  of  the  Eskimo  peoples 
of  Canada.  The  Canadian  Arctic  has  a  population 
of  barely  ten  thousand  and  covers  one  third  of  the 
Surface  of  Europe  yet  there  is  surprising  uni- 
formity of  style  and  taste  in  successive  civili- 
sations. It  is  an  art  which  is  austere  in  form, 
rejecting  all  unnecessary  detail,  with  so  little 
elaboration  as  to  be  almost  abstract,  but  neverthe- 
less very  close  to  nature.  gs 


FRANCE 
Antique  Fairs 

In  the  Spring  there  is  a  proliferation  of  antique 
fairs  m  the  French  provinces.  They  are  interesting 
in  so  far  as  each  region  produces  its  'specialities', 
its  own  particular  style  of  furniture,  curios  and 
typical  crafts.  The  principal  forthcoming  exhi- 
bitions are  as  follows:  6-9  May,  Chambery ;  7-1  5 
May,  Dijon;  12-22  May,  Fontainebleau ;  13-15 
May,  Roubaix;  13-16  May,  Lyons;  21-30  May, 
Avignon;  28  May-sjune,  Tournus;  3-12  June, 
Caen;  not  forgetting  the  second-hand  market 
which  is  held  in  Pans  in  May  in  the  old  station  of 
the  Bastille  (precise  dates  not  yet  determined). 

GS 

The  Collections  of 
Armand  Hammer 

Dr.  Armand  Hammer,  a  wealthy  collector  and 
international  businessman,  President  of  the 
Occidental  Petroleum  Company,  is  exhibiting  in 
Pans  the  works  destined  for  two  American 
museums  -  the  County  Museum  of  Los  Angeles 
and  the  National  Gallery  of  Washington.  In  192 1 , 
as  a  young  twenty-three  year  old  doctor. 
Armand  Hammer  went  to  the  USSR  to  treat 
victims  of  typhus.  He  started  schemes  to  attack 
famine  and  provide  wheat.  He  met  Lenin  and 
formed  a  friendship  with  him,  settled  in  Moscow 
for  nine  years  and  soon  became  the  organiser  of 
the  mechanisation  of  Russian  agriculture.  He 
acquired  treasures  from  the  Czar's  collections  and 
founded  the  Hammer  Galleries  in  New  York.  On 
his  return  to  the  United  States  he  became  one  of 
the  whisky  'kings'  and  subsequently  an  oil  'king'. 
Having  parted  with  his  first  two  collections,  he 
has  since  1970  been  collecting  works  by  old 
masters  and  by  nineteenth  century  and  con- 
temporary artists,  including,  Rubens,  Fragonard, 
Corot  (six  canvases  exhibited  in  Paris),  Monet 
and  Cezanne,  Van  Gogh  and  Gauguin,  Fantm- 
Latour  and  Gustave  Moreau,  Modhgliani, 
Derain,  Chagall  and,  most  important  of  all,  the 
Juno  of  Rembrandt  (c.  1665),  which  Dr.  Hammer 
purchased  a  few  years  ago  for  3,250,000  dollars. 
All  these  pictures  together  with  Old  Master 
drawings  (from  Diirer  to  Tiepolo)  are  on  view  at 
the  Musee  Jacquemart-Andre,  158  boulevard 
Haussman,  until  25  July.  In  addition  the  Cabinet 
des  Dessins  of  the  Louvre  is  showing  until  29  May 
(with  some  hundred  other  items  from  the  Musee 
d'Art  Moderne)  nineteenth  and  twentieth- 
century  drawings  from  the  Hammer  collection 
by  Ingres,  Daumier,  Manet,  Millet,  Degas, 
Renoir,  Odilon  Redon  and  Gauguin,  Cezanne 
and  Van  Gogh,  Cross  and  Seurat,  Toulouse- 
Lautrec  and  Bonnard.  GS 


Andre  Lanskoy 


The  Fondation  Septentrion,  Marcq-en-Baroeul, 
not  far  from  Lille,  is  paying  tribute,  until  10  May, 
to  the  painter  Andre  Lanskoy,  who  disappeared 
last  year  at  the  age  of  seventy-four.  These  are  the 
last  canvases  of  this  Russian  painter  who  settled  in 
Paris  at  the  age  of  nineteen.  They  reveal  pure 
colours  gleaming  with  a  Slav  brilliance,  a  sense  of 
proportion  and  lively  lyricism  occasionally  re- 
miniscent of  the  compositions  of  Kandinsky.  But 
their  supple  spontaneity  and  agony,  always 
expressed  in  interesting  colour  contrasts,  cannot 
be  classified.  GS 

Gods  and  Demons 
of  the  Himalayas 

At  the  Grand  Palais,  Pans,  until  27  June  is  the 
largest  retrospective  exhibition  ever  mounted  of 
the  growth  of  Buddhism.  From  the  eighth  until 
the  end  of  the  nineteenth  century  are  such  items  as 
four  hundred  paintings,  bronzes,  textiles,  ritual 
and  liturgical  objects  lent  by  great  museums 
(British  Museum,  Hermitage,  Los  Angeles  and 
many  others).  They  illustrate  the  style  (often 
baffling  to  western  eyes)  and  the  external  in- 
fluences on  the  tastes  of  the  Buddhism  of  the 
Lamas,  understanding  of  which  has  grown  only 
111  recent  years.  After  Paris  this  exciting  exhi- 
bition, demonstrating  the  strange  and  grim 
aspects  of  Buddhist  beliefs,  will  visit  Munich 
(Haus  der  Kunst)  from  5  August  to  16  October. 

Gerald  Schurr 


The  goddess  Yogini-Savan, 
Tibetan  bronze, 
Lamaist  Buddhism.  Height:  07  m. 
Grand  Palais,  Paris. 


Georges  Quillard. 
Lesjoyeux  Noceurs,  65  x  54  cm. 
Galerie  Jean-Pierre  Haghauer. 

Les  Petits  Maitres 

Two  exhibitions,  the  publication  of  a  very  useful 
book  and  a  letter  of  enquiry  focus  attention  on  the 
developing  interest  in  the  lesser  known  French 
painters  of  the  nineteenth  and  early  twentieth 
century.  Jean-Pierre  Hagnauer,  10  rue  de  Seme, 
Paris  75006,  is  staging  a  rotating  display  during 
the  coming  months  under  the  general  title  of  'Le 
Charme  des  Temps  Passes'  bringing  together  the 
fruits  of  five  years  research  into  minor  artists, 
more  than  forty  of  whom  are  represented.  This 
exhibition  marks  the  logical  progression  from 
many  years  dealing  in  nineteenth-century  furni- 
ture and  objets  a" art.  Galerie  Schmit,  396  rue  St. 
Honore,  Paris  75001,  are  holding  an  exhibition 
entitled  'Choix  d'un  amateur,  xixeme-xxeme 
siecles'  (11  May-25  June)  made  up  of  a  hundred 
paintings,  oils,  watercolours  and  pastels,  drawn 
from  private  collections  and  covering  the  period 
from  Delacroix  to  Picasso.  Daumier,  Courbet, 
Corot,  Boudin,  Renoir,  Monet  and  Pissarro  are 
among  the  most  notable  artists  represented. 

Visitors  to  these  interesting  exhibitions  are 
earnestly  recommended  to  peruse,  or  indeed  buy 
a  copy  of  a  new  book  by  Gerald  Schurr.  Entitled 
'Les  Petits  Maitres  de  la  Peinture  valeur  de 
demain',  it  gives  a  concise,  readable  and  accurate 
account  of  the  life  and  work  of  over  four  hundred 
artists  whose  work  attracts  increasing  attention  111 
the  salerooms  and  around  the  galleries.  Succinct 
and  witty,  it  is  a  most  useful  work  of  reference.  It 
is  published  by  Editions  de  l'Amateur,  6  rue 
Milton,  Pans  75009. 

Madame  Danicle  Menu,  3  rue  Sambin,  Dijon, 
is  currently  engaged  111  a  detailed  study  of  the 
work  of  Prosper  Manlhat  (181 1-1847)  one  of  the 
most  decorative  of  the  Orientalist  School,  and  has 
asked  us  to  bring  her  research  to  the  notice  of  our 
readers  in  the  hope  that  more  information  about 
this  neglected  artist  might  be  forthcoming.  This 
interest  in  the  work  of  minor  painters  springs 
from  a  willingness  to  appreciate  their  decorative 
qualities,  and  even  more  perhaps  their  value  as 
historical  and  social  documents.  wa 


Salerooms 


Briony  Llewellyn 


German  porcelain 

One  of  the  most  important  collections  of 
Continental  porcelain  ever  to  come  under  the 
hammer  was  sold  at  Christie's  on  28  March  1977; 
it  fetched  a  total  of  £  1,0 10, 000.  It  included 
early  Meissen  chinoiserie  wares  and  Augustus 
Rex  vases  of  exceptional  quality  and  rarity, 
Meissen  wares  with  coloured  grounds,  Meissen 
chinoiserie  figures,  Meissen  groups  modelled  by. 
J.J.  Kandler  and  other  fine  examples  of  French 
and  German  wares.  Most  spectacular  of  all  was 
an  entire  scries  of  Nymphenburg  Commedia 
dell' Arte  figures  modelled  by  Franz  Anton 
Bustelli,  c.  1760.  This  was  the  only  complete 
set  of  these  figures  in  existence  but  seven 
(Harlequin  and  Lalagc,  sold  together  for 
£60,000;  Donna  Martina,  £18,000;  the  Abbe, 
£6,000;  Columbine,  £32,000;  Isabella, 
£9,000;  and  Ottavio,  £6,000)  were  bought  by 
the  Bayerischcs  Nationalmuseum,  Munich,  to 
make  up  a  new  complete  set  with  the  figures 
they  already  possessed.  The  figures  perfectly 
epitomise  all  that  is  best  in  the  Rococo  style  -  its 
refinement,  gaiety,  subtlety  and  charm,  without 
any  of  its  fussiness  and  prcttiness.  They  are  to 
porcelain  what  the  best  canvases  of  Watteau  and 
Fragonard  arc  to  painting  and  Sanssouci  at 
Potsdam  and  the  Wieskirche  in  Bavaria  arc  to 
architecture.  Unlike  the  Meissen  Commedia 
del' Arte  scries  which  arc  conceived  as  individual 
figures,  Bustelh's  consists  of  eight  pairs,  in  com- 
bination peculiar  to  the  great  porcelain  model- 
ler. Thus  Harlequin  appears  with  Lalage,  Donna 
Martina  with  II  Dottore,  Isabella  with  Ottavio, 
the  Abbe  with  Conne,  Scaramouchc  with 
Columbine,  Capitano  Spavento  with  Lcda, 
Isabella  with  Ottavio,  andjulia  with  Pantalone. 
Most  exciting,  however,  is  the  way  in  which  the 
two  figures  in  each  pair  react  to  one  another:  in 
the  swaying  posture  and  instantaneous  gestures 
of  each  figure,  a  single  moment  in  the  drama  is 
captured  and  immortalised,  inexplicable  except 
when  seen  in  conjunction  with  its  pair.  Each 
figure  echoes  or  complements  the  attitude  and 
colours  of  its  pair:  for  example,  Lucinda  (sold 
for  £12,000)  and  Pierrot  (sold  for  £16,000) 
turn  towards  each  other,  gesturing  outwards 
with  their  arms,  each  places  one  foot  before  the 
other,  Luanda's  blue  shoes  pick  up  the  blue 
edges  of  Pierrot's  costume  and  Pierrot's  lantern 
picks  up  the  brown/yellow  of  Luanda's  dress, 
the  wide  variety  in  the  prices  reflects  the  rarity 
and  condition  of  the  figures  and,  of  course, 
the  competition  during  the  bidding.  One, 
Pantalone,  fetched  £2,800  because  it  was 
coloured  only  in  the  early  part  of  this  century. 


1  Harlequin  and  Lalage, 
trom  the  Nymphenburg  Commedia  dell' Arte 
modelled  by  Franz  Anton  Bustelli,  c.  1 760, 
both  with  impressed  Bavarian  shield  marks. 
Height :  20  cm. 
Christie's,  March  1977. 
£60,000. 

It  seems  that  the  only  other  pair  to  have 
remained  together  arc  in  the  Vagliano  Collection. 


Below. 
2.  Lucinda  and  Pierrot, 
from  the  Nymphenburg  Commedia  dell' Arte 
modelled  by  Franz  Anton  Bustelli.  c.  1760, 
both  with  impressed  Bavarian  shield  mark. 
Heights:  20.5  cm.  and  20  cm. 
Christie's,  March  1977. 
£12.000  and  £16,000. 
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}.  Meissen  crinoline  group  of  a  lady  with  a  pug-dog, 
a  gallant  and  a  blackamoor, 
modelled  by  J.  J.  Randier.  1737/8, 
blue  crossed  swords  mark. 
Width :  2 1  cm. 
Christie's.  March  11)77. 
.£9.500. 


The  Meissen  groups  modelled  byJ.J.  Kandlcr 
did  not  sell  so  successfully  and  several  were 
bought  in.  However  a  crinoline  group  of  a  lady 
w  ith  a  pug-dog,  a  gallant  and  a  blackamoor, 
modelled  in  1737/8,  fetched  £9,500,  and  a 
crinoline  group  of  lovers  at  a  sewing  table. 


modelled  c.  1741,  fetched  £9,000.  Of  the 
Meissen  Augustus  Rex  vases,  bottles  and  jars,  the 
most  expensive  were  a  pair  of  oviform  ginger- 
jars  with  lemon-yellow  grounds  (£42,000) ; 
others  fetched  £20,000,  for  a  pair  of  baluster 
vases  decorated  with  birds  and  flowers  by 
Johann  Ehrenfried  Stadler;  £19,000,  for  a  flared 
beaker  vase  similarly  decorated  by  the  same- 
painter;  £15,000,  for  a  pair  of  bottles  with 
seeded  blue  grounds  reserved  with  indianisehe 
Blnmen ;  and  £12,000,  for  another  pair  of  bottles 
painted  with  a  bird  perched  among  indianisehe 
Blumen.  The  early  Meissen  wares  with  exquisite 
chinoiserie  decoration  included  a  cylindrical 


4.  Meissen  Augustus  Rex  flared  beaker  vase, 
decorated  byjohann  Ehrenfried  Stadler 
with  four  exotic  birds  amongst  a  pine, 
flowering  chrysanthemum,  peony  and  bamboo 
issuing  from  rockwork; 
1728/30,  blue  'ar'  monogram  mark. 
Height:  34  s  cm. 
Christie's,  March  1977. 
£19,000. 


s  Meissen  cylindrical  tankard  painted  by 
Johann  Gregor  Herold  with  a  large  panel  of  six 
Chinese  figures  m  a  Laub-und- Bandleuterk  cartouche, 
and  other  decoration  in  gold  and  iron-red;  1726. 
Height:  16.75  cm. 
Christie's,  March  1977. 
£1 1,000. 


6.  Pair  of  Meissen  Augustus  Rex 
lemon-yellow  ground  ginger-jars  and  covers, 
each  reserved  with  four  ogival  panels  of  birds 
amongst  flowering  prunus, 
peonies  issuing  from  rockwork, 
flowering  chrysanthemum  and  aquatic  plants; 
end  of  1720s,  blue  'ar'  monogram  marks. 
Height :  37  cm. 
Christie's,  March  1977. 
£42,000. 


tankard  painted  byjohann  Gregor  Herold 
(£1 1,000)  and  a  pair  of  plates  decorated  in 
Bottger-lustre  and  gold  (£9,500).  Amongst  the 
Meissen  chinoiserie  figures  was  a  polychrome 
figure  of  Kuan-Yin  after  a  blanc-de-chine 
original,  c.  1725,  (£5,000)  and  a  Meissen 
chinaman  in  an  arbour,  1734/5,  (£3,500). 


7.  Meissen  table  fountain  and  basin 
modelled  by  J.  G.  Kirchner  and  painted  by  J.  G.  Herold. 

the  upper  part  formed  as  a  figure  of  Neptune 
and  a  dolphin  supporting  a  shell,  on  a  gilt  metal  mount 
supported  by  two  satyrs  and  a  putto  on  a  further 
gilt  metal  mount,  the  shell  basin  painted  with  five 
Moorish  and  Chinese  figures  and  other  decoration, 
c.  1732,  blue  crossed  swords  mark 
Height:  68  cm. 
Christie's,  March  1977. 
,£42,000. 
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German  Works  of  Art 

In  March  a  successful  sale  of  paintings  and  works  of  art 
was  held  at  the  Kunsthaus  am  Museum  in  Cologne. 
A  large  collection  of  pewter  included  a  seventeenth- 
century  ewer  from  Graz  (dm.  8,000) ;  nineteenth- 
century  historical  works  included  a  Russian  bronze 
of  1878,  The  Rest  (dm.  17,000) ;  a  Bacchante  group 
by  Clodion,  1762,  reached  dm.  15,000;  amongst  the 
nineteenth-century  porcelain,  a  pair  of  French  vases 
with  mythological  scenes  reached  dm.  7,500;  of  the 
drinking  glasses,  a  Silesian  goblet,  reached  dm.  2,000; 
the  silver  included  a  Cologne  beaker,  1693, 
(dm.  12,000);  and  a  large  selection  of  militaria 
and  weapons  included  a  fine  Garde-Reiter  Company, 
First  Dresden  Regiment,  silver  helmet,  c.  1907 
(DM.  1 1,000). 


8.  Anton  Friedrich  KoNIG, 
Frederick  the  Great,  miniature. 
Lcmpcrtz  Auktion,  Cologne,  November  1976. 
dm.  15,000. 


9.  Peter  Boy  the  Elder. 
Augustus  II,  King  of  Poland  and  Elector  of  Saxony, 
enamel  miniature  on  gold,  c.  1720, 
inscribed  on  reverse,  oval,  12  cm. 
Sotheby's,  December  1976. 
£11,000. 


10.  Flagon, 

made  by  Joachim  Adam  Hecht  from  Rostock, 

1787,  pewter.  Height:  35  cm. 
Kunsthaus  am  Museum,  Cologne,  March  1977. 
dm.  8,500. 


12.  Berlin  plaque  painted  by  C.  Meinelt, 
signed  with  monogram,  after  Rubens, 
second  half  nineteenth  century, 
41.3  x  55  cm. 
Sotheby's  Belgravia.  March  1977. 
£6,500. 


13.  Silver  lidded  tankard  embossed 
with  Classical  scenes  of  warriors, 
by  Dominikus  Saler,  Augsburg,  c.  1700. 
Bonham's,  January  1977. 
£2,500. 


1 1  Nuremberg  Hausmalerei  schwarzlot  goblet, 
c.  1700,  decorated  in  black  byj.  L.  Faber. 
Height:  19.5  cm. 
Christie's,  July  1976. 
£11,000. 


1  4.  Silver  soup  tureen  and  stand 
by  Jacob  Warembcrg,  Augsburg,  1725. 
Length  of  tureen:  3  1  cm 
Christie's,  Geneva,  April  1976. 
Sw.  Fr.  170,000. 


76 


VEME  EXPOSITION  ANTIQUAIRES  A  PARIS 
ET  HAUTE  JO  AILLERIE  DE  FRANCE 

Hotel  George  v,  io-iyjune  1977 

The  groupe  antiquaires  A  paris,  made  up  of  long  established  and  respected  dealers,  was  founded 
ten  years  ago.  The  series  of 'expositions  vente'  held  under  the  group's  auspices  in  the  Hotel  George  v 
has  set  a  dauntingly  high  standard  in  terms  of  the  quality  and  range  of  fine  objects  shown. 

This  years  fair  is  no  exception. 


Compagnie  DE  la  Chine  et  des  Indes.  Tang  dynasty  horse,  seventh  century  ad 


J 


F.  Tempra  Promotions  -  Woodstock  Gallery 


1 6  Woodstock  S*reet  -  Bond  Street 
LONDON  w1 
Telephone  629  441 9 

MAY  1977 


CHINESE   W  [  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 


by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys 

40  Great  Russell  Street,  London,  W.C.I 

(01 -580  7538) 


STANHOPE 
SHE  I.  TON 
PICTURES 


i 


OLD  MASTER 
DRA  WINGS  (and 
English  watercolours) 

Write  for  current  lists  to 
Stanhope  Shelton,  Cobbolds 
Mill,  Monks  Eleigh,  Suffolk 
1P7  7JB,  England 


Antiques  from  Abroad . . . 

An  elegant  and  charming  English  mahogany 
secretaire.  Circa  1790.  37Vi  inches  high,  19V2 
inches  deep,  42  inches  wide.  $2,500.00. 


1000  HAMILTON  AVE.,  LOUISVILLE,  KY.  40204  TEL:  (502)  587-6611 
Member  of  The  National  Antique  and  Art  Dealers  Association  of  America,  Inc. 


JUBILEE  ROYAL 

An  Exhibition  of  popular  commemorative  items  of  Royal  Jubilees  from 
the  earliest  times  to  the  present  Jubilee  of  H  M  Queen  Elizabeth  II 
GOLDSMITHS  HALL 
Foster  Lane,  London  EC2. 
1 1th  Slav  to  2nd  June  1977  Open  Mon-Sat:  10. 10am  to  4.  50pm 
Entrance  35p 


GALLERY  20  -  BRIGHTON 
20  Bristol  Road  -  Kemptown  -  tel.  (0273)  64566 

JAN  H00GSTEYNS 

Paintings-Drawings  29  Apr-28  May  '77 


SHOWCASE 


£13 

iE  CONNOISSEUR  COMPLETE 
nICYCLOPEDIA  OF  ANTIQUES 

s  m  alt  good  booksellers  or  from 
•  Connoisseur  Books  Division 
*slergate  House.  Vauxhalt  Bridge  Road 
idonSHUlHF 


HEFFERNAN 
and  JONES 


ANTIQUE  and  MODERN 
SILVER 


SINGLE  ITEMS 
or  ENTIRE  COLLECTIONS 
BOUGHT 


HEFFERNAN  and  JONES 
22  Crown  Passage 

St  James's 
London  SW1  6YY 
Tel  (01)  930  6003  Telex  33  44  5 


$amtrt€nattttte 

English  Painted  Enamel  Boxes  have  been 
famous  for  more  than  200  years.  Today, 
Crummies  &  Co.  are  making  Enamel  Boxes  with 
the  same  traditional  qualities  as  their 
predecessors. 


I  FT  THIS  CONVEY  Wi  hue 

TO  YOU 
Thfie  words  are  tet  wtih  a  delight- 
ful spray  of  flowers,    with  leaf 

green  base. 
Ref.No.V2l   Size  Scms  wide  oval 


CRUMMLES&  CO. 

Cromer  Rd.  Poole  Dorset 


THE  SMALL  ANTIQUES 
OF  THE  FUTURE 
HAND 

DECORATED 
&  SIGNED  IjL 

§BONE 
fcCHIN 

THIMBLES 

Excellent  examples  of  the  skill  and  artistry  we 
tend  to  assume  belongs  only  to  the  past,  these 
floral  patterned  thimbles  in  modern  bone 
china  have  passed  through  at  least  10  pairs  of 
hands  in  their  manufacture. 
Set  of  4,  £12  +  1  Op  part  P&P,  I  K  &  Europe. 
(  Oversea,  add  equivalent  of 40  pence  for  surface  mail  or 
90p for  air  mail.) 

BRENTED  LTD 
(Dept  C.N5),  25  London  Road. 
Southend-on-Sea.  Essex 


The  Connoisseur 


Register  Advertisements 


FOR  SALE 


Fine  Art  and  Antique  Gallery,  freehold  £75,000  Well  established 
business  with  excellent  record  and  reputation  in  most  desirable  south  coast 
resort  accessible  to  London  Good  level  of  sales  throughout  the  year.  The 
very  attractive  buildings  are  of  local  historic  importance  and  are  in  a  premier 
position  beautifully  situated  in  a  pedestrian  precinct  nearthe  main  shopping 
centre  and  with  nearby  parking  facilities.  The  premises  are  in  first-class 
condition  with  all  services  and  include:  5  showrooms,  2  offices,  2  store- 
rooms, kitchen  area,  2  W.C.s,  etc.  Price  freehold  as  a  going  concern :  £75,000 
including  carpets,  furnishings  and  extensive  fittings.  If  required,  arrange- 
ments can  also  be  made  for  the  purchaser  to  buy  a  substantial  part  of  the 
present  stock  on  advantageous  terms.  This  represents  a  most  unusual 
opportunity  to  acquire  an  outstanding  and  profitable  enterprise  Offers  will 
only  be  considered  from  principals  who  should  write  in  the  first  instance  to 
Box  No.  8763. 


"Silver  Coins  of  England'VHawkms,  numbered  limited  reprint,  unusual 
private  family  copy  3,000  coins  illustrated,  229  plates,  quality  simulated 
leather  cover  540  pages,  7"  x  1 0",  $40  U.S.  postpaid.  Durst  1  33  East  58th 
Street,  New  York,  N  Y  1 0022  U.S.A. 


A  plaque  of  The  Prince  of  Wales  by  Percy  Metcalfe  circa  1 933.  Produced  by 
Ashtead  Potters  for  the  benefit  of  Disabled  Ex-S  erviceman.  Good  price  paid 
The  Marquess  of  Bath,  Job's  Mill,  Warminster,  Wiltshire. 


Lithopanes  (porcelain  transparencies  or  Berlin  transparencies),  in  any  size, 
shape,  usage.  Wax  carvings:  portraits,  scenics,  in  reliefs,  statues,  moulds, 
models.  Minton's  pate-sur-pate  plaque.  Blair,  2243  Ashland,  Toledo  Ohio, 
U.S.A. 


MISCELLANEOUS 


Private  American  Collectors  want  to  assemble  and  purchase  Russian, 
Animalier,  Art  Nouveau  &  Deco  Bronzes  Advanced  Galle,  French,  English  & 
American  Art  Glass.  Antique  Porcelain  Plaques.  Oriental  Objects  d'Art 
Important  Old  Master  Prints,  Symbolist  Art  and  Modern  Drawings  and 
Graphics.  Excellent  References.  Discretion  and  Strictest  Confidence.  K  &  A 
Ltd,  P.O.  Box  330459,  Coconut  Grove,  Florida,  31333,  Tel.  (305)  373- 
5021  We  purchase  individual  pieces  or  entire  collections  worldwide. 


Annigoni  signed  original  print  frontispiece  in  Europe,  The  Quest  for 
Unity.  The  frontispiece  was  printed  at  the  Officina  Bodoni  and  the  text  at  the 
Stamperia  Valdonega  in  1 8  and  24  pt.  Bembo.  475  copies  only,  bound  in  full 
leather  (45  cm.  »  32cm  ).  Prospectus  and  specimen  page  from  Ranelagh 
Editions,  770  Fulham  Road,  London  S  W.6  Price  £145. 


13th,  Annual,  Buxton  Antiques  Fair,  opens  on  Saturday  14th  May 
Daily  1 1.30  a.m. -9. 00  p.m.,  May  14th-21st  (Ex.  Sunday). 


Venture  Capital,  Loans  for  your  project/proposal.  Art  financing.  Finders 
service  Worldwide  courier  service.  Worldwide  contacts  top  references. 
Please  submit  typewritten  needs  to  Box  No.  8760 


WANTED 


French  Military  oil  and  watercolour,  19th  and  20th  century  artists, 
subject  Napoleonic  First  Empire.  Please  send  artist,  size,  condition  and 
photograph  to  Napoleonic  Arms  and  Militaria,  Postal  Box  1 28,  Butler,  New 
Jersey  07405  U  S  A.  All  letters  will  be  answered. 


Register  advertisements  are  25p  per  word  minimum  C3  50  for  15  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE 
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bankrupt,  provided 

1 .  You  have  not  received  the  goods  or  had  your  money  returned :  and 

2.  You  write  to  the  publisher  of  The  Connoisseur  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  your  order  and  not  later  than  2  months  from  that  day 
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answering  such  advertisements)  Classified  advertisements  are  excluded 
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(Portrait-Miniatur  des  Jean  Baptiste 
BARNADOTTE.  spater  Karl  XIV.  Johann,  Konig 
von  Schweden) 


Superb  Blanc  de  Chine  Figure  of  a  Seated  I  .ohan,  bearing 
a  gourd-shaped  mark  of  Ho  Ch'ao  Tsung  on  the  back. 
Of  the  K'ang  Hsi  period.  A.  D.  1662-172  2 
Height:  8]  inches. 
Ex  collection:  H.  M.  Knight 
Exhibited  at  the  Rijksmuseum,  Amsterdam,  1954. 
Illustrated  in  "Blanc  de  Chine"  by  P.J.  Donnelly, 
PI.  147,  Fig.  B. 


RALPH  M.  CHAIT  GALLERIES 


ESTABLISHED  1910 


WORKS  OF  AR 


:hinf: 


12  EAST  56th  STREET,  NEW  YORK,  N.Y.  10022.  U.S.A. 

t£    Telephone  212  768-0937 
MEMBER  OF  THE  NATIONAL  ANTIOUt  AND  ART  DEALEF 


Cdbles  "Rslima"  New 


HOWARD 

8DAVIES  STREET,  BERKELEY  SQUARE,  LONDON  Wi    TELEPHONE:  01-629  2628 


ROYAL  FURNITURE 

A  superb  Adam  Period  Satinwood  Commode  of  the  highest  quality,  finely  inlaid  with  classical  motifs  in 
various  coloured  woods.  The  original  wood  Top  has  inlay  of  palm  leaves  and  flowers.  England  Circa  1775. 

Height:  2'n"      Width:  5'      Depth:  1 '9" 

This  Commode  was  made  for  the  State  Room  of  Claremont  and  is  branded  and  marked  accordingly 

on  its  back  surface. 

Claremont,  the  famous  Country  Estate  of  Lord  Robert  Clive  (Clive  of  India),  subsequently  became  a  Royal 
residence,  being  occupied  at  various  times  by  Prince  Leopold  and  Princess  Charlotte  (Daughter  of  the  Prince 
Regent),  Queen  Victoria  and  Prince  Albert,  and  the  King  and  Queen  of  France,  in  exile. 


FINE  FURNITURE 


PAINTINGS 


WORKS  OF  ART 
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June  1977  "»3        '  ' 

The  Connoisseur  is  published  monthly  by  The  National  Magazine  Company  Limited.  Chcstergate  House,  Vauxhall  Bridge  Road,  London  swiv  ihf,  England.  Second-class  postage 
paid  at  New  York  n.y  Subscription  price:  U.S.A.  and  possessions  S48  00  for  one  year.  Canada  $55.00  for  one  year. 


We're  only  concerned 
with  genuine  articles. 


thettimes 


m^5 


0, 


NEWHOUSE 

GALLERIES,  Inc. 

Established  1878 


"Hunters,  the  Property  of  General  O"  Malley,  Spa  Stables,  Cheltenham" 

By 

JOHN  FERNELEY 
(1782-1860) 

Signed  and  dated  "J.  Ferneley  Melton  Mowbray  1 825" 
On  Canvas,  Size  56  by  44  Inches. 


19  East  66th  Street 

Telephone:  (212)  TR  9-2700 


New  York  City 

Cables:  EMAYENGAL 


Silver  by  Paul  Storr 

A  set  of  three  silver  gilt  comports  on  a  plateau. 
Date  George  III,  181 1-20.  The  large  comport  measures  18  inches  in  height, 

the  pair  of  smaller  ones  IOV4  inches. 
The  plateau  is  35V2  inches  in  length. 


Visit  Garrard  on  Stand  71 
The  Grosvenor  House  Antiques  Fair 
June  8-18 


R 
% 

B>  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN 
GOLDSMITHS  4  CROWN  JEWELLERS.  GARR  ARD  &  CO  LTD.  LONDON 

GAR  RAR  D 

The  Crown  Jewellers 

112  REGENT  STREET    LONDON  W1A2JJ    TELEPHONE:  01-734  7020 


1740    WILLIAM  MARLOW  1813 
The  Bay  of  Naples 
Oil  paintings  on  canvas  —  a  pair 
1  of  x  14I  inches 
Signed 


JOHN  MITCHELL  &  SON 


8  NEW  BOND  STREET 
LONDON  W1Y9PE 
Telephone:  01-493  7567 
Cables:  Jonmit,  London 


TRAFALGAR  j  GALLERIES 

i 

EXHIBITION 

14th  June-15th  July  1977  ( 10.30-1  p.m.  and  3-5  p.m.) 

ASPECTS  OF  PAINTING  OVER  SIX  CENTURIES 


DAVID  TENIERS  II  (ANTWERP  1610  1690).  Monogrammed.  Canvas.  42|  *  53  inches  (108  x  135  cm). 


Including  works  by  GERINI,  CESARI  DARPINO,  MORAZZONE.  C.  DOLCI.  J.  BOTH, 
B.  CUYP,  F.  PALACIOS,  F.  LE  MOYNE,  N.  TAUNAY 


35  BURY  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

Tel:  01-839  6466/7  .  Tel.  address:  BENCOHSONS.  LONDON,  SWI 


THE  FIRST  NAME  IN  ANTIQUES 


1  

-•fc 

RICHARD  GREEN 


Exhibiting  at  the  Grosvenor  House  Antiques  Fair 

Grosvenor  House,  Park  Lane,  London  W1 

Stand  number  1 2 
8-18June1977 


Fine  Oriental  Works  of  Art 

DIRECTORS:  GERALD  I.  WEISBROD,  M.D.,  MICHAEL  B.  WEISBROD,  ESQ. 


)RONTO 
')  YORKVILLE  AVENUE, 

5R  IC2,  CANADA. 

6)  921-4390 


Very  Rare  Blue  and  White  Quatrafoil  Jar  and  Cover  decorated  with 
scrolltr.g  peony  below  petal  shaped  panels  with  "shou"  characters 
(longevity)  on  the  shoulder,  and  the  cover  with  "fu"  characters  (happiness) 
and  gourds  painted  on  the  raised  quatrafoil  panel  surmounted  by  a  squirrel 
(good  luck).  Height:  10  inches.  Chia  Ching  Mark  and  Period  (! 522- 1 566) 


NEW  YORK 
906  MADISON  AVE  J 
10021,  U.S.A. 
(212)  734-6350 ! 


Schirwan  18th  century 
Size:  180  ■  320  cm. 


Important  objects  for  the  collector. 
Knotted  and  flat-woven  work  from  Asia  Minor, 
Persiajurkmenistan  and  China.  Restoration  of 
valuable  objects. 


Galerie  Ostler 

Gallery  forTextile  Art 
D-8  Munchen  22,  Ludwigstrabell 
Tel.  089/285669 


Highly  important  objects  in  European 
tapestries  of  the  15thtol7th  centuries,  aubussons, 
textiles  and  embroideries.  Permanent  exhibitions. 
Please  ask  for  information. 


James  Abbott  McNeill  Whistler  (1834-1903) 


Thomas  Garlyle 

Oil  on  canvas,  TSV2  x  171/2  inches 

Painted  from  life  in  187u2,  this  portrait  is  the  major  oil  study  for  Whistler  s  "Arrangement 
in  Grey  and  Black,  No  2:  Thomas  Garlyle'"  of  1872-3  (Art  Gallery  &  Museum,  Glasgow), 
and  was  recently  featured  in  the  Smithsonian  Institution  Bicentennial  Exhibition, 
"American  Art  in  the  Making ".  which  travelled  across  the  United  States. 
The  "Arrangement  in  Grey  and  Black,  No.  1"  of  1872  is  the  portrait  affectionately 
known  as  "Whistlers  Mother." 

Berry-Hill  Galleries 

Cables  BERRYHILL  NEW  YORK 
743  Fifth  Avenue,  New  York,  N.Y.  10022  •  (212)  753-8130 
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proudly  present  a  strictly  limited  edition  of  50  Solid  Silver, 
handmade  replicas  of  their 

(fjaiit.i  fv  tor  iff  ft 


In  1 791 ,  the  Royal  Academy  of  Arts 
commissioned  Benjamin  West  PRA  and 
the  silversmith,  Paul  Storr,to  produce  a  cup, 
1 5"  high, that  was  to  be  presented  as  a  gift 
of  thanks  to  the  daughter  of  Thomas 
Gainsborough. 

Now,  the  Royal  Academy  have  once 
again  commissioned  craftsmen  to  produce,  in 
925  standard  silver, a  limited  edition  of  50,%  size 
replicas  of  this  world-famous  Gainsborough  Cup. 

Each  hand-made  replica  will  come  in  a 
presentation  case  accompanied  by  a  certificate  of 
authenticity  signed  by  the  President  of  the  Royal 
Academy  of  Arts. 

The  price  of  each  replica  is  £1 ,750  (+VAT). 

If  you  would  like  to  know  more  about  our 
strictly  limited  edition  of  50,  %  size  replicas  of  the 
Gainsborough  Cup  in  .925  standard  silver  at 
£1,750  each,  excluding  VAT  please  write  for  full 
details  to: 


The  Secretary,  Royal  Academy  of  Arts,  Piccadilly,  London,  W1 V  0DS. 

Naturally  receipt  of  your  letter  in  no  way  constitutes  an  order. 


17 


t 


An  exceptionally  fine  Chippendale  period  mahogany  rent 
table,  the  revolving  top  centred  by  a  locked  money 
well  and  fitted  with  twelve  drawers  with  their  original 
handles.  Circa  1765. 

Diameter  of  top  42  inches,  107  cms. 
Height  31I  inches,  80  cms. 


JX  ormanjBItiai 

8-10   HANS   ROAD,   KNIGHTSBRIDGE,  LONDON 
Telephone :  01-589  5266 
Members  of  The  British  Antique  Dealers  Association 


We  shall  be  exhibiting  at  the  Grosvenor  House  Antiques  Fair,  Stand  No.  44 


Theory. 


If  you  do  not  climb  the  mountains,  you  will  not  see  afar. 


QgGCCD  GCCDCOCjCO  QCOGCOQ  OjicQOOII 

To  fly,  you  must  not  only  have  wings,  but  flap  them. 
Whither  you  look,  thither  shall  you  fly. 


Seeing  once  for  yourself  is  better  than  hearing  a  hundred  bits  of  news. 


At  the  moment  of  meeting,  the  parting  begins. 
to  rhc<  onnoisseur.june,  1977  if  you  love  your  child,  send  him  on  his  travels. 
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Your  I  ATA  travel 
agency  or  Swissair 
will  gladly  give  you 
further  information. 
For  instance  about 
the  best  connecting 
flights  to  Switzerland. 


EDWIN  WILLSON  DAVID  GILL 


One  of  several  rooms  furnished  with 
Early  Oak  and  W  orks  of  Art. 


CHARNHAM  CLOSE,  HUNGERFORD,  BERKS. 
TELEPHONE:  HUNGERFORD  (04886)  2620 
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Bust  of  a  Queen,  New  Kingdom.  Eighteenth  dynasty,  Egypt.  Black  basalt.  Height  13,5  c 


Galerie  Nefer 

Archaeology  Egypt- Greece -Rome 

Augustinergasse  14     8001  Zurich    Tel:  2748.05 

Preferably  by  appointment. 


John  Keil 

154  BROMPTON  ROAD ■  LONDON  SW3  1HX    TELEPHONE:  01-589  6454    CABLES:  KEILANTIQ 

Member  of  the  British  Antique  Dealer's  Association 

Exhibiting  at  Stand  Number  45  at  Grosvenor  House  Fair 

~ .  i     &  AC 

#  V 


An  Important  PAIR  oj  George  III  serpentine  giltwood  console  tables  in  the  manner  of  John  Vardy. 
with  granite  marble  tops.  Circa  1740. 
Length  66in  ( 168cm  Height  37+in  (95cm)  Depth  27^in  (70cm) 


An  Extremely  fine  PAIR  oj  George  II  giltwood  oval  mirrors.  Circa  1740. 
Height  68in  ( 173cm)  Width  40m  (101cm) 

JOHN  KEIL  LTD:  ALSO  AT  29 THURLOE  PLACE  •  LONDON  SW7  2 HQ   TEL:  01-589  4381 
7-9  QUIET  STREET  •  BATH  BAi  2JU    TEL:  BATH  (0225)  63176 
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ROY  MILES 


Fine  Paintings 


■MfflHHH 


SIR  WILLIAM  ALLAN 

English  School  •  1782- 1850 

LORD  BYRON  reposing  in  the  house  of  a  Turkish  Fisherman 
after  swimming  across  the  Hellespont 

Oil  on  panel  •  45  X  34  inches  •  1 14  x  86  cm 
Signed  and  dated  1831 

Exhibited :  Royal  Academy,  1 83 1 ,  No. 32 
Victoria  &  Albert  Museum,  Byron,  30  May  -  25  August  1974,  p.  128,  illustrated  p.  128 

6  Duke  Street  St  James's  London  SW1  Telephone  01-930  8665 


HEIM 


ASPECTS  OF  FRENCH  ACADEMIC  ART  1680-1780 

SUMMER  EXHIBITION 

10  June -26  August  1977 
Monday  to  Friday :  10.00  a.m.  -  5.30  p.m. 


Alcibiades  on  his  knees  before  his  mistress, 
by  Louis-Jean  Francois  Lagrenee,  called  the  Elder, 
(1724- 1805)  Panel,  65x54  cm. 


Tel:  01-493  0688 


59  Jermyn  Street,  St.  James's 
London  SW1Y  6LX 


Cables :  Heimgal 
London 
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JEREMY  LTD. 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 


Telephone:  01-352  0644 
01-352  3127 


Cables:  jeremique,  London,  s.w.3 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


glish:  third  quarter  of  the 
:h  century:  A  most  important 
ly  chippendale  period  carved 
ihogany  tripod  table. 
MENSIONS:  Max  Height:  2'4"  (71  cms. 

MaxLength:2'10i"(88cms. 

Max  Depth:  2'0|"  (63  cms. 


English:  third  quarter  of  the  18th  century:  A 
superb  quality  chippendale  period  brass  bound 
mahogany  plate  bucket. 
DIMENSIONS:  Height:  (to  rim  of  bucket): 
IT  (33  cms.)  Width:  Vol"  (32  cms.) 


English:  Early  Regency  period:  A  fine  quality  standard 
and  support  writing  table  being  executed  in  figured  and 
faded  Rosewood. 

DIMENSIONS:  Max  Height:  2'4f  (73  cms.) 
Max  Length:  4'0"  ( 1  m.  22  cms.) 
Depth:  l'l  If  (60 cms. 


FROM  OUR  COLLECTION  OF 
HANDCARVED  SEMIPRECIOUS 
STONE  ANIMALS  AND  BIRDS 


<TRITT 

424  Park  Avenue 
(Between  55th  and  56th  Streets) 
New  York  City,  N.Y.  10022 
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RICHARD  COURTNEY 

1 1 2-1 14  FULHAM  ROAD 
LONDON,  S.W.3 

TELEPHONE:  01-370  4020 

^$*;/w</el  n/^/Ae  ^ffiu'/c'oA  J^n/f^ete  ^Jea^te  <S$44occa/t 


A  George  I  period  solid 
walnut  bureau  bookcase  with 
the  original  mirrored  doors. 
England  Circa  1725. 
83  V'  high  40"  wide  22  V'  deep. 
212  cm.  101-5  cm-  57  cm- 


A  George  I  period  solid 
walnut  display  cabinet. 
England  Circa  1725. 
83"  high  43  V'  wide  15"  deep 
211-5  cm.  1 10  5  cm.  38  cm. 


A  George  III  period 
mahogany  and  inlaid 
secretaire  bookcase. 
England  Circa  1790. 
84"  high  42^"  wide  20"  deep. 
213-5  cm.  108  cm.  5  1  cm. 


A  Queen  Anne  period 
veneered  walnut  double- 
domed  bureau  bookcase. 
England  Circa  1710. 
87V'  high  38  V'  wide  24  ["  deep 
222  5  cm.  98  cm.  62  cm. 


Exhibiting  at  the  ( irosvenoi  House  Antiques  Fair  Stand  No  ii 


The  ATMOS  Jubilee  Clock 


A  deposit  of  £100  will  secure  the  Atmos  Jubilee 
Clock  at  any  one  of  the  following  Jaeger- Le  Coultre 
Agents  :- 


Garrard 

112  Regent  Street 
London  W1A  2JJ. 

Mappin  &  Webb  Limited 
78  Bull  Street 
Birmingham  B4  6AB. 

Mappin  &  Webb  Limited 
49  Kirkgate 
Bradford,  Yorkshire. 

Mappin  &  Webb  Limited 
30  College  Green 
Bristol  BS1  5TB. 

Mappin  &  Webb  Limited 
65  English  Street 
Carlisle  CA3  8LD. 

Mappin  &  Webb  Limited 
32  Eastgate  Row 
Chester  CHI  1LF. 

Mappin  &  Webb  Limited 
88  George  Street 
Edinburgh  EH2  3DF. 

Mappin  &  Webb  Limited 
67  St.  Vincent  Street 
Glasgow  G2  5TE. 

Mappin  &  Webb  Limited 
28  Butter  Market 
Ipswich  IP1  IBP. 

Mappin  &  Webb  Limited 
9/13  King  Street 
Kilmarnock  KAl  1PU. 


Mappin  &  Webb  Limited 
91/93  Church  Street 
Liverpool  Ll  IDG. 
Mappin  &  Webb  Limited 
170  Regent  Street 
London  W1R6BQ. 
Mappin  &  Webb  Limited 
25  Old  Bond  Street 
London  W1X4AU. 
Mappin  &  Webb  Limited 
65  Brompton  Road 
Knightsbridge 
London  SW3  1DB. 
Mappin  &  Webb  Limited 
4/6  North  Parade 
Bradford  BDl  3HT. 
Mappin  &  Webb  Limited 
2  Queen  Victoria  Street 
London  EC4N  4TL. 
Mappin  &  Webb  Limited 
125  Fenchurch  Street 
London  EC3  5DL. 
Mappin  &  Webb  Limited 
14  Fargate 

Sheffield  Si  2HE,  Yorks. 
Ollivant  &  Botsford  Ltd 
12/14  St.  Ann  Street 
Manchester  M2  7LS. 
Ollivant  &  Botsford  Ltd 
12  Water  Lane 
Wilmslow  SK9  5AB. 


Please  allow  two  months  for  delivery.  Each  clock 
will  be  accompanied  by  a  Certificate  of  Authenticity. 


A  masterpiece  in  time  for  the  Connoisseur- £350 

^Jaeger-leCoultr^ 

Timekeepers  of  our  time 


As  a  mark  of  recognition  of  the 
Silver  Jubilee  of  Her  Majesty  Queen 
Elizabeth  II,  a  special  Atmos  Clock 
has  been  created.  Each  clock  is  a 
tribute  to  the  occasion,  being 
individually  engraved  with  the 
Ciphers  of  the  Royal  Household  — a 
true  collector's  piece  of  lasting  value. 

The  significance  of  the  Royal 
Jubilee  has  been  recognised  in  that 
the  production  of  this  unique 
timepiece  has  been  strictly  limited 
to  500  numbered  and  registered 
pieces  for  worldwide  distribution 


This  beautiful  Atmos  Clock, 
finished  in  gleaming  Rhodium, 
stands  ten  inches  high  and  its  sheer 
elegance  of  line  reflects  the 
impeccable  taste  of  its  owner. 

A  creation  by  master  craftsmen, 
the  Atmos  Clock  incorporates  an 
unique  movement,  which  is  so 
fitting  for  this  unique  occasion. 


Subscribers  to  Connoisseur  are 
privileged  to  have  the  opportunity  of 
acquiring  this  unique  timepiece  in 
advance  of  its  worldwide  launch.  All 
orders  will  be  taken  strictly  in  order  of 
receipt. 


}0    The  Connoisseur,  June,  1977 


LONDON 
NEWYORK 
PALM  BEACH 


STAIR 


&  COMPANY 


Stand  63 
Grosvenor  House 
Antiques  Fair 
June  8-1 8 


1PU 


An  exceptionally  fine  Regency  6-arm 
Chandelier.  English  -  circa  1820 
size:  3'  2" (97  cm.)  diameter 
4'  6"  (137  cm.)  high 


mm 


■'.flVW 


mm 


New  Galleries  at: 

120  MOUNT  STREET 
LONDON,  W1Y5HB 

Phone:01-499  1784/5 
Cables:  chrisant  London  wl 


FINE  ENGLISH 
FURNITURE 
of  the 

17th  and  18th  CENTURIES 
Oak  and  early  pieces  in 
THE  LOWER  GALLERY 


Member:  The  British  Antique  Dealers'  Association  Ltd. 
The  National  Antique  and  Art  Dealers'  Association  of  America 


ARNOLD  FRIBERG 


Arnold  Friberg 


Charles  Allen 
John  Berkey 
Stan  Borack 
Roger  Cooke 
Don  Crowley 
Chuck  DeHaan 
Juan  Dell 
Douglas  Downs 
Don  Doxey 


John  Falter 
Edward  J.  Fraughton 
Arnold  Friberg 
Carl  Hantman 
John  Jarvis 
Gary  Kapp 
H.  Grant  Kinzer 
John  Kittelson 
Floyd  Lott 
Frank  McCarthy 


Mia 

Newman  Myrah 
Douglas  Ricks 
Kenneth  Riley 
W.  S.  Seltzer 
Ray  Swanson 
Barbara  V aupel 
Russ  Vickers 
and  others 


P.O.  Box  D /Dept.  C6  Sedona,  Arizona  86336  Telephone:  (602)  282-7489 


Porcelain  vase  o/mei  p'ing  form  decorated  with  fa  hua  enamels. 
Chinese,  circa  1500 
Height  28  cm 


Exhibited  at  The  Grosvenor  House  Antiques  Fair,  stand  70 


Hllflh  Aff)QQ  J  HrWlAtod 12  Bruton  Street,  London  W1X  7 AH  Telephone  01-492  1835 
llWyi  11V1UOO  UilllllXjUj  G25  Hutchison  House,  Harcourt  Rd,  Hong  Kong  Telephone 


UNRESERVED  AUCTION  OF  ORIENTAL  ART 


i 


MONDAY,  TUESDAY  &  WEDNESDAY 
AUGUST  22,  23,  24,  at  10:30  a.m.  each  day. 

From  the  collections  of: 
The  Late  Carl  W.  Sternfelt  of  Scituate,  Mass. ,  Military  Administrator  of  Okinawa 
The  Late  Max  Arnoldt  of  Geneva,  Switzerland,  Ambassador  to  Japan 
The  Late  Professor  R.  Ganz  of  Berne,  Switzerland 
Major  General  Louis  T  Heath  (U.S.A.  Ret.) 
Hugh  Johnson  of  Del  Ray,  Florida 
And  others. 


THIS  SUPERB  COLLECTION 
INCLUDES  OUTSTANDING 
EXAMPLES  OF  THE  FINEST  IN 
JADE  •  PORCELAINS  • 
FURNITURE  •  PAINTINGS 

•  IVORY  •  GLASS  •  SNUFF 
BOTTLES  •  SCULPTURE 

•  TEXTILES  •  COSTUMES  • 
SILVER  •  RITUAL  IDOLS  FROM 
TIBET,  NEPAL,  THAILAND 
AND  SOUTHEAST  ASIA. 

AS  WELL  AS 

AN  EXTENSIVE  COLLECTION 
OF  CARVED  ELEPHANTS  IN 
ALL  MATERIALS  FROM  JADE 
TO  BRONZE;  A  COLLECTION  OF 
CHINESE  SEALS;  A  DISCRETE 
COLLECTION  OF  CHINESE  FISH 
IN  JADE,  PORCELAIN,  AND 
OTHER  MATERIALS;  THE 
ORIENTAL  ART  BOOK 
COLLECTION  OF  T.  Y.  KING 
OF  HONG  KONG. 

ALL  DYNASTIES  FROM  CHOU  THROUGH 
LATE  CHING. 

ON  VIEW  FROM  AUGUST  19th 

Extensively  illustrated  catalog  of  the 
August  22,  23  and  24  sessions,  $10 

<  U.S.  mail  $12.50;  overseas  airmail  $15.00) 


ON  THE  PREMISES  OF  ROBERT  C.  ELDRED  CO.,  INCITE—  RS 

Box  796c.  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-3116 


UNRESERVED  AUCTION  OF  JAPANESE  ART 

THURSDAY,  FRIDAY  &  SATURDAY 
AUGUST  25,  26,  &  27,  at  10:30  a.m.  each  day. 

From  the  collections  of: 
The  Late  Carl  W.  Sternfelt  of  Scituate,  Mass.,  Military  Administrator  of  Okinawa 
The  Late  Max  Arnoldt  of  Geneva,  Switzerland,  Ambassador  to  Japan 
The  Late  Professor  R.  Ganz  of  Berne,  Switzerland 
Major  General  Louis  T.  Heath  (U.S.A.  Ret.) 
Hugh  Johnson  of  Del  Ray,  Florida 
And  others. 


THIS  OUTSTANDING  SALE  INCLUDES  MANY  FINE  TSUBA  OF  THE  BEST  QUALITY,  AS  WELL 
AS  SEVERAL  ENAMEL  EXAMPLES  •  A  SMALL  GROUP  OF  SWORDS  HIGHLIGHTED  BY 
A  WELL  FURNISHED  WAKAZASHI  •  AN  18TH  CENTU RY  SUIT  OF  ARMOR  IN  GOOD 
CONDITION  •  LACQUER  BOW,  AND  MANY  GOOD  KOZUKA. 

NETSUKE:  PIECES  BY  MASAHIRO,  TOMOTADA,  SHUMIN,  G YOKUMIN,  TOMOKAZU, 
MASANAO,  AND  OTHERS.  UKIYO-E:  SURIMONO,  CONTEMPORARY  WOOD  CUTS,  AND 
AN  OUTSTANDING  COLLECTION  BY  SUCH  MASTERS  AS  UTAMARO,  HARUNOBU, 
HOKUSAI,  HIROSHIGE,  EISEN,  KUNIYOSHI,  AND  EIZAN. 

A  SMALL  BUT  REFINED  GROUP  OF  ACTOR  S  MASKS  •  A  WONDERFUL  COLLECTION 
OF  POTTERY  AND  PORCELAIN,  FEATURING  A  LARGE  ASSORTMENT  OF  NAB  I  SHIM  AWARE, 
HIRADOWARE,  SATSUMA,  AND  PIECES  BY  TOSA  AND  OTHERS.  FINE  LACQUERS  BY 
MANY  OF  THE  GREAT  ARTISTS  OF  JAPAN  •  SELECTIONS  OF  EN  AMEL,  BOOKS, 
METALS,  PAINTINGS,  SCREENS,  IVORIES,  TEXTILES.  AND  COSTUMES. 

ON  VIEW  FROM  AUGUST  19th. 

Extensively  illustrated  catalog  of  the  A  ugust  25,  26  &  27  sessions,  $10,  ( U.S.  mail  $12.50,  overseas  airmail  $15.00) 


0N  THE  PREM.3ES  OF  ROBERT  C.  ELDRED  CO.,  INC.  ***  AUCTIONEERS 
Box  796  c,  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-3116 

ft  t 


Exhibition  of  twelve  oil  paintings  by 

CRAIG  IE  AITCHISON 


Model  &  dog 


From  June  22nd,  throughout  the  summer 


87  ins  x  74  ins 


M.  KNOEDLER  &  CO.  LTD 


Established  1846 

143  NEW  BOND  STREET 
LONDON  WiY  9FD 

Telephone :  o  1 -499  1923  &  4585    Telex:  24183 


I 


l  COM  J' ANY     ESTABIJSHED  1912 

59  East  57th  Street,  New  York  10022 
LONDON  and  PALM  BEACH 

(212)  355-7620 

Member  oj  the  National 
Antique  and  Art  Dealers 
Association  of  America 
and  the  British  Anti 
Dealers'  Association 


An  important  pair  of  English  Adam  eagle  console  tables 
of  superb  design ;  the  original  porphyry  tops  inlaid 
with  scagliola  borders ;  the  frieze,  legs  and  bases  with 
intricate  decoration  entirely  carved  out  of  the  wood ; 

retaining  the  original  fine  gilding,  c.  1780. 
Length  56",  depth  25 height  35". 


GEORGE  II 
IRISH  SILVER 
COFFEE  POT 

9V»"  tall,  32  oz.  10  dwt  including 
the  ivory  handle,  engraved  with  the 
arms  and  crest  of  the  famous 
Caulfield  Family  of  Ireland;  By 
William  Townsend,  Dublin  1754 
(Bennett  #250) 

One  of  the  most  magnificent  Irish 
Coffee  Pots  that  we  have  seen,  with 

superb  original  animal,  bird,  and 
floral  embossing — a  very  great  pot. 


HOBART  HOUSED 


Box  128,  Haddam,  Connecticut  06438 
Telephone  (203)  345-2525 
Appointment  Advisable.  Malcolm  Stearns,  Ji 


GEORGE  II 
ENGLISH  SILVE] 

A  coffee  pot  and  caster  made  fo 
the  marriage  of  Sir  Thomas  Aclar 
7th  Baronet,  of  Columb  John,^. 
Devon  to  Elizabeth  Dyke,  heire 
of  Tetton,  Somersetshire,  on 
7  January  1744-45. 

Both  pieces  carry  the  Acland  ph 
Dyke  arms.  The  coffee  pot  is  b) 
Christian  Hillan  of  London, 
(Grimwade  #333-4)  is  93/g"  tall  a 
weighs  27  oz.  12  dwt.  The  very 
heavy  Caster  is  by  Samuel  Wooc 
London,  is  8V4"  tall  and  weighs 
13  oz.  6  dwt.  The  15th  Baronet 
still  lives  in  the  Queen  Anne 
Dower  House,  while  the  main 
estate  of  Killerton  is  now 
a  National  Trust  property. 


An  Annunciation  scene  of  great  sensitivity  created  in 
polychromed  leather  during  the  latter  half  of  the  14th  century. 
This  scene  decorates  the  inside  lid  of  a 
casket  which  has  secular  scenes,  probably  from  the 
Arthurian  legends,  on  the  exterior. 


The  sixth  of  a  series  of'cuir  boullV  caskets  identified 
as  from  one  workshop  and  possibly  one  individual  craftsman. 


Northern  France  circa  1375. 


R.  A.  Lee  C.  B.  Lee  R.  T.  Gwynti 

1-9  BRUTON  PLACE,  LONDON,  W.i. 


Tel:  01-629  j6oo  &  01-499  6266 


COLNAGHI 


The  Ladies  of  the  Mughal  Emperor  Farrukh  Siyyar  travelling  in  a  closed  palanquin. 
Deccan,  c.  1715  310  x  250  mm. 


Persian,  Indian  and  Islamic  Art 

Oriental  Miniatures,  Manuscripts,  Calligraphy, 
Metalwork,  Textiles  and  other  Works  of  Art 

14  Old  Bond  Street, 
London,  Wl 


Telephone:  01-491  7408 
Cables:  Colnaghi,  London 


Monday — Friday  10 — 6 
Saturdays  10—1 


A  rare  1 7th  century  crucifix  clock  with  silver  and  gilt  figures.  The  movement 
signed,  "JOAN  MICHEL  KUMER,  NICOLSBURG,"  strikes  the  hours 
and  displays  the  time  both  at  the  foot  and  the  top  of  the  cross 
Height:  14  inches  (35.5  cms.)  Date:  Circa  1670. 

ASPREY  &  COMPANY  LIMITED.  1  65-1  69  NEW  BOND  STREET.  LONDON  W1  Y  OAR.  TEL:  01  -493  6767 
alternative  entrance  at  22  Albemarle  Street.  London  W1 
Telegrams :  Culleus  London  ,       Asprey  S. A.  Geneva.  40  rue  du  Rhone,  Geneva  Telex:  251 10 

Telephone  28-72-77 


BY  APPOINTMENT 
ANTIQUE  DFALfR 
TO  H.M.  QUEEN 
ELIZABETH  TH> 

QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


(A) 


Valuations  for  Probate,  Insurance  and  Division 

Ttltphont  01-629  6261    Telrtraphic  Addrrsi  " Euclait  London  W.  I" ' 


An  XVIII  century  stone  cameo 
necklace  and  a  fine  sapphire  intaglio 
ring  by  Luigi  PicLler,  signed  c.  1820. 

Actual  size. 

Examples  from  the  collection  formed  by  the  2nd 
Duke  oj  1 1  ellington. 
This  exhibition  (all  items  for  sale)  will  be  on 
show  8th— 1  Oth  June  and  l  jth-ijth  June. 


IN  GERMANY 


More  Art  and 
Antique  Dealers  and 
Collectors  read  F.A.Z. 
than  any  other 
national  quality 
newspaper 


Stuns  than  del  -  AnuqrjjtAten 


.Auktionen. 


HENRY 
MOORE 

ZURICH 


KUNSTAUKTION  s 


CALERIt  SCHONINCER 


Over  330,000  copies  of  our  Saturday 
Edition  incorporating  The  Fine  Arts  and 
Antiques  Section  are  sold  weekly. 
They  are  read  by  over  1  million  people. 
If  you  wish  to  buy  from  or  sell  to 
Germany,  let  us  tell  you  how  we  can  help. 
Without  obligation  write  or  phone: 


John  Daniels  or  Vera  Uhlmann  at 
Frankfurter  Allgemeine  Zeitung, 
37  Brompton  Road,  London  SVV3  DE, 
Tel.  01-235  7982  or  01-581  2326  ext.  7. 
Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung, 
P.  O.  Box  2901 ,  6000  Frankfurt/M.  1 , 
West  Germany,  Phone  7  59 1 1 . 


^ranffurter  Allgemeine 

ZEITUNG  FOR  DEUTSCHLAND 
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7V  Uwn  AIcj Vi 


ESTABLISHED  1865 


TELEPHONE :  493  1 141  /2/3         14  GRAFTON  STREET,  LONDON  Wi 


Peasant  (mujik)  with  face  in  a  prepared  composition,  hair  and  beard  in  Norwegian  sunstone,  eyes  in  sapphires,  overcoat 
in  alabaster  bordered  by  brown  Caucasian  sard,  undershirt  in  quartzite,  hat  and  boots  in  obsidian,  belt  in  purpurine. 
The  staff  is  in  silver-gilt  stamped  H.W.88.  Engraved  Faberge  in  Russian  characters  under  right  boot.  Height :  6 J  inches. 

Illustrated  in  "The  Connoisseur"  April  1936.  "Peter  Carl  Faberge"  by  H.C.  Bainbridge,  Batsford  1949,  Plate  98. 


We  are  exhibiting  at  the  Grosvenor  House  Antiques  Fair,  Stand  74 


J 


Kennedy  Qalleries 

RALPH  EARL 


1751-1801) 


"Portrait  of  Jared  Lane,"  oil  on  canvas,  48  \  36  incites, 
signed  and  dated:  R.  Karl  Pin\t/1796 

JARED  LANE,  BORN  C.  1749,  LIVED  AND  MARRIED  APPHIA  RUGGLES  IN  NEW  MILFORD, 
CONNECTICUT  WHERE  HE  AND  HIS  WIFE  DIED  IN  1818. 

THIS  EXCELLENT  PORTRAIT  REPRESENTS  THE  HIGH  QUALITY  OF  AMERICAN  PAINTINGS 
THAT  KENNEDY  GALLERIES  SELLS  TO  LEADING  MUSEUMS  AND  COLLECTORS  THROUGHOUT 
THE  WORLD.  YOUR  INQUIRIES  ARE  INVITED  REGARDING  OUR  COLLECTION  OF  18TH,  19TH  & 
20TH  CENTURY  AMERICAN  PAINTINGS,  DRAWINGS  AND  SCULPTURE. 

Kennedy  Qalleries 

40  West  57th  Street.  5th  Floor.  New  York  10019  (212)  541-9600 
OPEN  MONDAY  FRIDAY  9:30-5:30 


r 


46    The  Connoisseur,  June,  1977 


T.  CROWTHER  &  SON  LTD. 


A  magnificent  and  very  rare  Irish  18th  century  Bossi  chimneypiece,  of  statuary  marble,  with 

inlay  work  by  Pietro  Bossi. 

Removed  from  Newtown  Park  House,  Blackrock,  County  Dublin. 


Length  of  Shelf:  5'  1  If 
Opening  Width:  4'  Of 


Total  Height:  4'  9f 
Opening  Height:  3'  lOf 


282,  NORTH  END  ROAD, 
FULHAM,  LONDON,  S.W.6. 
Tel:  01-385  m5l(>ll. 

Open  :  9-6,  Mon-Fri. 

Cables:  ANTIQUITY,  LONDON. 

No  Catalogues. 


We  have  fine  and  extensive  stocks  of  18th-century 
Furniture,  wood  and  marble  Chimneypieces,  oak  and  pine 
Panelling  and  Garden  Ornaments,  and  we  are  always 
interested  in  purchasing  similar  pieces. 

We  specialise  in  the  design  and  construction  of  individually 
styled  purpose-made  Architectural  features  in  the  period 
manner,  in  wood,  stone  and  wrought  iron. 


KATHERINE  CHRISTOPHERS 


ST.  CATHERINE'S  COURT  ST.  CATHERINE  BATH  AVON 

TELEPHONE:  BATH  858159 
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Treasures  of  tke  17  th  and  18tli  Centuries 

The  fine  Regence  walnut  commode  (France,  circa  1745.  Height:  32%"; 
Width:  53";  Depth:  26")  with  its  superb  carving  and  handsome  shape,  sets  the  tone 
magnificent  grouping,  while  an  opulent  Louis  XIV  mirror  of  majestic  proportions  complements  the  commode  perfectly 
(France,  circa  1700.  Height:  Ql" ;  Width:  38").  Included  also  are  two  elegant  Willi  am  and  Mary  chairs 
(England,  circa  I6g0.  Height:  4814";  Width:  20"),  and  a  splendid  pair  of  colorful  Dutch  floral  still  lifes 
(Holland,  ea  rly  18th  century.  Height:  27";  Width:  20Vl"),  a  ch  arming  terra  cotta  putti  group  (Height:  26  lA"),  and  an  imposing 
rrench  go  Id  hronze  six-light  chandelier  signed  Henry  Dasson  and  dated  1879. 


Mankeim  Galleries 


Established  lgiQ 

409  Royal  St.,  NEW  ORLEANS,  504-568-1901  *  2520  Fairmount  Ave.,  DALLAS,  214-742-2364 

320  Decorative  Center,  DALLAS,  214-742-2364 

The  largest  and  most  comprehensive  collection  of  antique  English,  Continental  and  Oriental  FurntMl""i)s 
Porcelain,  Paintings,  Silver  and  Jade  in  Dallas  and  New  Orleans.  Also  Agents  for  Boehm  Bi 


_ 


Collectors'  Commemoratives  Limited  are  proud 
to  announce  a  strictly  limited  edition  of  250 
magnificent  salt-glazed  Bellarmine  jugs,  each  one 
individually  hand  thrown  by  Anthony  Morris,  the 
most  brilliant  exponent  of  salt-glaze  ware  in 
the  world. 

Anthony  Morris  has  recreated  the  famous  Bellarmine 
jug  to  commemorate  the  Silver  Jubilee  of 
Her  Majesty  Queen  Elizabeth  II  believing  that  the 
original  and  finest  Bellarmines  represent  the  most 
outstanding  examples  in  the  history  of  salt-glaze 
stoneware. 

The  Bellarmine  jug  (named  after  a  Cardinal  Bellarmine  and 
bearing  his  mask  in  effigy  on  the  spout)  were  made  in  Germany 
for  the  English  market  and  the  finest  of  these  wine  jugs  often 
bore  the  Royal  Coat  of  Arms. 

Anthony  Morris  has  studied  Bellarmines  in  the  museums  of  Britain, 
Germany  and  the  Low  Countries  and  has  based  his  recreation  on  a 
superb  Elizabethan  jug  in  the  Victoria  &  Albert  Museum  substituting 
an  updated  version  of  the  Royal  Coat  of  Arms  for  those  of  the  first 
Elizabeth.  This  Bellarmine  is  quite  the  most  magnificent  piece  of  salt-glaze  wear  produced  this  century  and  will  undoubtedly  become  a 
sought  after  Collectors'  item  in  its  own  right.  Made  by  a  New  Zealander  and  based  as  it  is  on  a  fruitful  European  trading  link  it  is 
a  particularly  appropriate  commemorative  of  the  Silver  Jubilee  of  the  second  Elizabeth. 

This  heavy  jug  stands  some  13+  inches  high  and  each  jug  is  individually  thrown,  no  two  are  completely  alike  but  each  jug  will  be 

individually  numbered  and  will  come  with  a  signed  certificate  of  authenticity.  The  price,  including  package  and  delivery  within  the 

UK  is  £225  or,  overseas  £235.  Collectors'  Commemoratives  will  give  a  donation  to  the  Jubilee  Fund  for  each  jug  sold. 

Please  fill  in  the  coupon  below  and  your  Bellarmine  will  be  dispatched  to  you  within  6  weeks.  Applications  will  be  dealt  with  in  strict 

rotation  and  all  monies  received  after  the  edition  is  fully  subscribed  will  be  returned  immediately. 

Cheques  should  be  made  payable  to  Collectors'  Commemoratives  Limited. 

The  jug  may  be  inspected  at:  Jellinek  and  Sampson,  156  Brompton  Road.  London  S.W.3.  or  J.  &  J.  Mav,  40  Kensington  Church  Street, 
London  W.8. 


Please  send  your  remittance  to: 
Collectors'  Commemoratives  Limited 
40  Charterhouse  Square,  London  EC1 
Telephone:  01-248  6951  Ext.  48 


VAT  NO. 

234  690459 


There  are  two  common  methods  of  limiting  editions;  by 
preannounced  number  or  by  limned  offering  periods.  This  edition  is 
limited  by  the  former  method  to  250. 


U.K.  and  world  wide  price  £235  or  S399  post  free. 
I  enclose  my  cheque  to  Collectors'  Commemoratives  Ltd..  in  the  sum  of  . 

Name   Address  
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Adlr  Picai^d  Tajan 


Auctioneers  in  Paris 

PAVILLON  GABRIEL  -  TUESDAY  14th  JUNE  (2.30  p.m.) 
(5  Avenue  Gabriel.  75008  Paris). 

Collections  Ricardo  ESPIRITO  SANTO,  ANTENOR  PATINO, 
Roger  PE  YREF1TTE  and  from  the  estate  of  the  late  Marquis  d'ARGENSON . 

VERY  FINE  1 8th  CENTURY  FURNITURE  AND  OBJETS  D'ART 
some  from  Royal  collections 

IMPORTANT  GOLD  AND  SILVER  from  the  COURT  of  RUSSIA 

VERY  FINE  COLLECTION  OF  CHINESE  PORCELAIN 
Kien-Long  period  (Birds,  dogs,  etc  . . .). 


Porcelain  Falcon 
in  polychrome 
glazes.  Kien-Long 
period. 

H.25  cm  (10  in) 
W.  17  cm  (6J  in) 


Very  important 
tureen  and  cover, 
its  interior  and 
casing  in  silver. 
Work  of  Cahier 
Early  19th  century 
H.49cm(19-iin) 
W.  52  cm  (20J  in) 
D.40cm(15iin) 


Fauteuil,  from  a  superb  set  in  gilt 
wood,  comprising:  one  settee  and 
six  fauteuils  by  J.  B.  Boulard. 
Louis  XVI  period.  Made  for  the 
chateau  of  St.  Cloud,  covered  in 
Beauvais  tapestry.  Furniture 
called  "Meuble  Pamela".  Settee: 
H.  1 35  cm  (53  in)  L.  180  cm 
(70}  in)  Fauteuil :  H.  98.5  cm 
(38J  in)  W.  69.5  cm  (27}  in) 
D.  59  cm  (23iin). 


Experts: 

MM.  J.  P.  Dillee,  G.  Portier 
Viewing: 

Monday  13th  June 

Exceptional  Bureau  a  cylindre  in  veneered  wood  and  marquetry  of  garden  from  1 1  a.m.  to  6  p.m.  and 

attributes.  Finely  chiselled  gilt  bronze  ornaments.  H.  1 19  cm  (47  in)  9  p.m.  to  1 1  p.m. 

W.  135  cm  (53  in)  D.  66  cm  (26  in)  by  J.  I.  Riesener.  Louis  XVI  period. 
Made  for  the  chateau  of  Fontainebleau. 

Bureau  Rive  Gauche:  Mes  ADER  PICARD TAJAN  - 8  rue de  Beaune-  75007  PARIS  -  Tel.  261 .17.50 

CORRESPONDANT  EN  SUISSE:  ART  PROMOTIONS. A..  Lausanne  -  Palace.  Grand-Chene  9. 1 003  LAUSANN  E.  Tel.  (021)23-1 2-34  et  20-37-11 
COR  RESPONDANT  A  MONACO:  ART  MONACO  -  Le  Victoria  - 1 3.  boulevard  Princesse  Charlotte  -  MONTE-CARLO -Tel.  50-73-1 5 


Mes.  ADER  PICARD  TAJAN-12,  RUE  FAVART  PARIS  2-Tel.:  742.68.23-Cable:  ADERPICAR-PARIS 
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Adlr  Picard  Tajan 


Auctioneers  in  Paris 

PAVILLON  GABRIEL  -  WEDNESDAY  15th  JUNE  (at  9  p.m.) 

IMPORTANT  MODERN  PAINTINGS  AND  SCULPTURE 

Notably  by:  Bonard  -  Chagall  -  Derain  -  Dufy  -  Van  Dongen  -  Foujita  - 
Lorjou  -  Maillol  -  Matisse  -  Marquet  -  Renoir  -  Rodin  -  Ker  Xavier  Roussel 
Signac  -  Utrillo  -  Valadon  -  Vuillard  -  Vlaminck. 

Experts:  MM.  ch.  Durand-Ruel,  A.  Pacitti,  Ph.  Marechaux,  J.  C.  Bellier,  Ph.  Cezanne 


COLLECTIONS: 
Choquet,  Paris  sale  1899 
Durand-Ruel,  Paris  -  New  York. 

LIT: 

"Histoire  des  peintres  impressionistes' 

Duret,  1906.  p.  1 80  (illustrated) 

The  Arts  II,  1927  p.  21 

Venturi,  Paris  1936 

No.  442  (illustrated) 

Meyer  Shapiro,  Paris 

NEF  1973  pi.  20 

EXHIBITIONS: 

Durand-Ruel  exhibition, 

Grafton  Gallery  London,  1905  No.47 

Bernheim-Jeune,  Paris  1920  No.  8 

Durand-Ruel,  New  York  1926  No.  3 

Paris  1934  No.  5 

and  1974  No.  12  (illustrated) 

Tokyo  -  Kyoto  -  Fukuota, 

1974,  No.  31  (illustrated) 


CEZANNE  (Paul) 
Le  Verger.  1885-86 

Canvas  H.  61  cm  (24  in)  W.  50cm  (19?  in) 


SIGNAC  (Paul) 

Marseilles.  Le  Fort  Saint-Jean,  1898.  Canvas,  signed  and  dated  98. 
H.  65  cm  (25£  in)  W.  81  cm  (32  in). 

Exh. :  P.  Signac.  Gall.  Bernheim-Jeune  Paris  1930  Beautes  de  Provence. 
Gall.  Charpentier  Paris  1947  P.  Signac.  Musee  d'Art  Moderne  Paris  1951 
Ex.  Coll,  Albert  Sarraut. 


DUFY(Raoul) 
"Les  Regates" 

Canvas  signed  and  dated  1 934 

H.  26  cm  (10i  in)  W.  70  cm  (27£  in) 


CHAGALL  (Marc) 

Les  deux  bouquets. 

Canvas  signed  and  dated  1951 

H.  51  cm  (20  in)  W.  65.5  cm  (25J  in). 


Viewing:  Tuesday  14th  June  from  9  p.m.  to  1 1  p.m.  and  Wednesday  15th  June  from  1 1  a.m.  to  5  p.m. 

Bureau  Rive  Gauche:  Mes  ADER  PICARD  TAJAN  -  8  rue  de  Beaune- 75007  PARIS  -  Tel.  261 .17.50 

CORRESPONDANTEN  SUISSE :  ART  PROMOTION  S.A..  Lausanne- Palace.  Grand-Chene  9. 1 003  LAUSANNE.  Tel.  (021)23-12-34  et  20-37-11 
CORRESPONDANT  A  MONACO:  ART  MONACO  -  Le  Victoria  -13.  boulevard  Princesse  Charlotte- MONTE-CARLO  -  Tel.  50-73-1 5 


Mes.  ADER  PICARD  TAJAN-12,  RUE  FAVART  PARIS  2-Tel.:  742.68.23-Cable:  ADERPICAR-PARIS 
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Adi  i<  Picahp  Tajan 

Auctioneers  in  Paris 

PAV1LLON  GABRIEL  FRIDAY  17th  JUNE 

DRAWINGS  AND  OLD  MASTER  PAINTINGS  (at  1 1  a.m.) 
from  the  estate  of  the  late  Marquis  d'ARGENSON  and  from  various  collectors. 

Expert : 
M.  P.  Antonini 


ROBERT  (Hubert) 
The  Sculptors  workshop 
Canvas  H.  101  cm(39iin) 
W.43.5cm(17i  in) 


SIBERECHTS  (Ian) 
Sleeping  shepherdess 
Canvas  signed  and 
dated  1667 
H.  Ill  cm  (43|in) 
W.  88  cm  (34*  in) 


18th  and  19th  Century  FINE  FURNITURE  AND  OBJETS  D'ART 
ITALIAN  CERAMIC  of  the  16th  and  17th  centuries  (at  2.30  p.m.) 

Experts:  MM  J.  and  J.  Lacoste,  J.  P.  Dillee,  Ch.  Ratton 


Bureau  de  dame,  dos  d'ane,  in  veneered  wood 
and  marquetry  of  branches  and  blossoms. 
Stamped  B.V.R.B.  Louis  XV  period. 
H.  81  cm  (32  in)  W.  60  cm  (23*  in) 
D.  37  cm  (14*  in) 

A  similar  desk  is  illustrated  in  the  book  by 
NICOLA!  Fig.  H.  p.  27 


Commode  in  veneered  wood  and  marquetry. 
Richly  ornamented  in  chiselled  gilt  bronze 
representing  personages,  rocaille,  leafy 
scrolls,  etc.  Stamped  with  the  mark  of  Lapie, 
Louis  XV  period.  H.  93  cm  (36J  in) 
W.  166  cm  (65*  in)  D.  67.5  cm  (26*  in) 


Viewing:  Thursday  16th  June  from  1 1  a.m.  to  6  p.m.  and  from  9  p.m.  to  1 1  p.m. 

Bureau  Rive  Gauche :  MesADER  PICARD  TAJAN  -  8  rue  de  Beaune  -  75007  PARIS  -  Tel.  261 .1 7.50 

COR  RESPONDANT  EN  SUISSE:  ART  PROMOTIONS.  A..  Lausanne  -  Palace,  Grand  Chene  9. 1003  LAUSANNE.  Tel.  (021 )  23-1 2-34  et  20-37-11 
CORRESPONDANT  A  MONACO:  ART  MONACO -Le  Victoria -13.  boulevard  Princesse  Charlotte-  MONTE-CARLO -Tel.  50-73-1 5 


Mes.  ADER  PICARD  TAJAN-12,  RUE  FAVART  PARIS  2-Tel.:  742.68.23-Cable:  ADERPICAR-PARIS 
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By  appointment  to 
H.  M.  The  Queen 
suppliers  of  fancy  goods 


By  appointment  to 
H.  R.H.  The  Duke  of  Edinburgh 
suppliers  of  fancy  goods 


By  appointment  to 
H.M.  Queen  Elizabeth 

The  Queen  Mother 
suppliers  of  fancy  goods 


The  Genera]  Trading  Company  (Mayfair)  Ltd 
London 


Send  for  our 
illustrated  booklet 
'GTC  pocket  companion' 


1 

A 

,1 :  *i* 

DVO 

The  General  Trading  Com 


Presents  have  always 
been  our  great  strength. 

Glass  we  stock  in  a 
dazzling  variety  from 

complete  suites  to 
single  handmade  pieces. 
China  is  outstanding 
here  and  we  can  order 
for  you  almost  any  piece 
by  leading  makers. 
Antiques  have  their 
own  upstairs  department 
specializing  in  furniture 
and  accessories  of  the 
eighteenth  and  early 
nineteenth  centuries. 
Decorating  also  has  its 
own  section  with  three 
designers  and  a  sumptions 
room  of  soft  furnishings. 
Kitchen  pots,  utensils, 
and  cutlery  arc  chosen 
for  looks  and  performance 
as  is  everything  for  our 
garden  which  flourishes 
at  the  back  of  the  shop. 


air 


144  Sloane  Street,  Sloane  Square,  London  swix  9BL  telephone  01-730  041 1 


54    The  Connoisseur,  June,  1977 


/site  </e  J&fle  -   <7a/<;j  7JOC7  -  &ef.  260  34  // 


AUCTIONS  IN  PARIS  DROUOT  RIVE  GAUCHE 
AT  THE  PALAIS  D'ORSAY 
16th  June  1977  -  2.30  p.m. 

IMPORTANT  OLD  MASTER  PAINTINGS,  18th  CENTURY 
FURNITURE  &  OB  JETS  D'ART  -  CHINESE  ART  -  IMPORTANT 
COLLECTION  OF  18th  CENTURY  DRESDEN  PORCELAIN 
MM.  LEBEL  -  PROST  -  BEURDELEY  -  NICOLIER,  Experts. 

20th  June  1977  -  2.30  p.m. 
PRECIOUS  MUSICAL  AUTOGRAPHS 


Bach  (fragments,  in  part  autographs, 
itas  BWV  130  and  BWV 168).  - 
E.  Bach.  -  Beethoven  (three 
graphed  manuscripts :  quartet  for 
gs  in  F  minor  serioso,  op.  95,  8pp. ; 
;criptions  of  the  quartet  for  strings  by 
irt  K.387,  24  pp ;  Zapfenreich  WO  0  20, 
;  6  letters  for  the  most  part 
blished).  Bellini  -  Berlioz  (the  death 
ohelia,  and  3  letters).  -  Brahms 
ment  of  the  variations  and  fugue  on  a 
:e  by  Handel  for  keyboard,  and 
rs).  -  Chabrier  (correspondence 
essed  to  his  family).  -  Chopin 
ment  for  piano  and  3  letters).  - 
de  Debussy  (La  fille  aux  cheveux 
a,  unpublished  melody  dedicated  to 
i.  Vasnier,  1882;  Chansons,  thirteen 
dies  dedicated  to  Mme.  Vasnier, 
■1883 ;  Proses  lyriques,  1893  and  two 
e  Trois  chansons  de  Charles 
•leans).  -  Faure  (Prelude  No.  7  and 
jspondence).  Franck  (Les 
titudes,  complete  manuscript  of  the 
icore,  dedicated  to  his  wife).  -  Gounod 
st,  original  complete  manuscript  of 
nil  score,  accompanied  by  Gounod's 
and  ivory  conductor's  baton ;  Georges 
lin,  unpublished  full  score).  - 
tiegger  (Rugby,  complete  manuscript). 
:ocq  (parts  of  La  petite 
emoiselle,  Nos  bons  chasseurs  and 
etit  Due).  -  Liszt  (Ave  Maria  and 
che  de  pelerins,  after  Harold  en 
e  by  Berlioz ;  letters  to  Gerard  de 


Charles  Gounod.  Faust.  Original  autographed  manuscript  of  the  full 
score,  accompanied  by  Gounod's  gold  and  ivory  conductor's  baton 
To  be  auctioned  20th  June  1977. 


Nerval  and  baron  Taylor).  -  Massenet 
(correspondence).  -  Mendelssohn  (Lied, 
chorale  and  letters).  -  G.  Meyerbeer.  - 
Nicolo.  -  Offenbach.  -  Paisiello.  -  Pierne. 
-  Poulenc.  -  Ravel  (fragment  of  the  Boler< 
and  letters).  -  Rimsky  Korsakov.  - 
Rossini.  -  A.  Rubinstein.  -  Erik  Satie 
(letters  to  Jean  Cocteau  and  others).  - 

F.  Schmitt.  -  Schubert  (Das  stille  Lied, 
Deutsch  916;  parody  of  the  Roi  des 
Aulnes;  Iphigenie,  Deutsch  573;  fragmen 
of  Variation,  Deutsch  624,  fugue  dated 
1813,  unknown  and  unpublished).  - 
Schumann.  -  Spontini.  -  Johann  Strauss 
the  son.  -  Stravinsky.  -  Vivaldi  (4  page 
letters  from  Venice  to  the  Marquess 
Bentivoglio  d'Aragona).  -  Wagner.  -  Karl 
Maria  von  Weber. 

Scores  manuscripts  and  autographed 
letters  belonging  to  Ricardo  Vines  by 

G.  Auric,  E.  Granados,  R.  Leibowitz, 
Poulenc,  Ravel,  Satie  etc. 

Letter  and  autographed  manuscripts 
addressed  to  Paul  Dukas,  by  Albeniz, 
Debussy,  d'Indy,  Falla,  Faure,  Satie,  etc. 

Unpublished  correspondence  between 
Paul  Dukas  and  Paul  Poujaud,  1900-1935 ; 
approximately  500  letters. 

Autographed  manuscripts  from  Paul 
Dukas  (Ariane  and  Earbe-bleue,  etc.) 


Mr.  Pierre  BERES,  Expert 
14  Avenue  de  Friedland;  PARIS  75008 
Tel:  227  00  99  Telegraph:  Piby  Paris 

All  details  and  Catalogues  on  request,  from  the  auctioneers  or  the  experts. 

5th  July  1977 -2.30  p.m. 
ART  1900  -  ART  DECO 
Exceptional  collection  of  office  furniture  by  Majorelle.  Water-lily  design 

Mr.  Marcilhac,  Expert. 
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BURLINGTON  INTERNATIONAL 
FINE  ART  FAIR 

1-16  DECEMBER  1977 


London's  Fine  Art  Fair  will  be  held  in  the  main  galleries 
of  the  Royal  Academy  of  Arts,  Burlington  House  from  the 
1st  to  the  16th  of  December,  1977 

The  Fair  will  be  limited  to  paintings,  drawings,  the  graphic 
arts  and  sculpture  and  is  timed  to  coincide  with  the 
principal  autumn  sales  in  London. 

Burlington  House  is  situated  at  the  centre  of  the  London 
art  market  and  a  large  attendance  is  expected  including 
many  visitors  from  all  over  the  world. 


For  further  details: 
Burlington  International  Fine  Art  Fair  Ltd 

Telephone:  01-493  8394 
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J.  KUGEL 


E  FURNITURE                                            279,  RUE  SAINT-HONORE,  ANTIQUE  CONTINENTAL 

75008  PARIS 

)NZES  AND                                                        TEL:  260.86.23  &  260.19.45  SILVER  AND 

UOSITIES  GOLD  BOXES 


Interior  scene  from  a  salon  of  the  rue  de  Gramont  in  Paris. 
Painted  by  Sebastien  Charles  Giraud  in  1  858. 

It  was  shown  at  the  exhibition  "Le  Parisien  Chez  Lui  au  XlXeme  siecle" 
at  the  Archives  Nationales  in  1  976.  No  644  of  the  catalogue. 
61  cm  by  37  cm 

i 
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Gianmaria  Buccellati 

Monte-Carlo  -  New  York  -  Tokio  -  Hong-Kong 


presente  par 

CLEMENT  CARLO  KAISER 

a  MONTE-CARLO 
av  des  Beaux- Arts  (Hotel de  Paris)  Tel.  50.90.10 
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DM.&E 


MANHEIM 


Peter  Manheim 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

6y  UPPER  BERKELEY  STREET,  PORTMAN  SQUARE,  LONDON  WiH  7DH    Tel.  01-723  6595 


tiquc  London  W 


TWO  RARE  LIVERPOOL 
CREAMWARE  POTTERY  JUGS 

Left: 

Printed  portrait  of  "The  Rt.  Hon. 
HENRY  GRATTAN  Representative  in 

arhamcnt  FOR  THE  CITY  of  DUBLIN. 
THE  MAN  of  the  PEOPLE".  The  reverse 
with  portrait  of  "The  LORD  HENRY 
FITZGERALD"  and  similar  inscription. 
Both  elected  1790.  H\"  high.  Circa  1791. 

\ight: 

'rinted  scene  of  young  couple  beingjoined 
together  in  matrimony  by  the  village 
blacksmith.  Inscribed  "GRETNA 
GREEN  or  the  RED  HOT 
MARRIAGE",  and  an  appropriate 
rhyming  couplet.  The  reverse  with  a  scene 
of  sportsman  &:  two  ladies  in  rural  setting. 
8"  high.  Circa  1 805. 


ff^One  of  the  finest  art  reference  books  ever^^ 
*  published  ^ 


With  nearly  4000  entries  and  over  1000  illustrations,  this 
superb  dictionary  provides  a  concise  guide  to  the  decorative 
arts  of  the  West  from  the  Middle  Ages  to  the  present  day. 

It  covers  basketry;  carpets;  tapestries  and  other  textiles; 
furniture;  glass;  ivory;  leathcrwork;  metal  work  including 
gold  and  silver;  plastics;  pottery  and  porcelain;  wallpapers; 
work  in  semi-precious  stones. 


'A  fabulous  piece  of  work'  -  Kenneth  Clark 
'A  truly  invaluable  book'  -  John  Pope-Hennessy 


Allen  Lane 

A  hardcover  imprint  of  Penguin  Books 


il 
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June 


Sales  at  Bonhams 

Montpelier  Galleries 


Henri  Manguin:  Nu  dans  un 
paysage,  oil  on  canvas,  signed, 
46  X  37  cms. 
To  be  sold  on  30th  June. 


Suzanne  Valadon :  Deux  femmes 
en  jupons,  oil  on  canvas,  signed 
and  dated  1928,  72  X  53cms. 

To  be  sold  on  30th  June. 


Cased  daguerreotype  stereoscope  by  Antoine 
Claudet  with  six  daguerreotype  portraits,  one 
dated  1855.  To  be  sold  on  6th  July. 


m 

9] 

Sapphire  and  diamond  double  clip  brooch.  Cabouchon  sapphire  and 
diamond  ring.  Cabouchon  sapphire  and  diamond  bracelet. 

To  be  sold  on  2  1st  June. 


George  III  mahogany  musical  bracket  clock  by 

Edward  Cross,  London,  1'  71".Tobesoldon3rdJune. 


FINE  ART  AUCTIONEERS  */C7^J  AND  VALUERS 

Montpelier  Galleries,  Montpelier  Street,  Knightsbridge,  London  SW7  lHR 
Telephone  01-584  9 161.  Telex  91647  7  Bonham  G. 


1st.  Watercolours  and 
Drawings 

2nd.     Selected  European 
Oil  Paintings 
2nd.     English  and 
Continental  Furniture 
3rd.     Clocks,  Watches, 
Barometers  and  Scientific 
Instruments 
3rd.     Porcelain  and 
Works  of  Art 


9th.      English  and 
Continental  Furniture 
13th.    Printed  Books  at 
2  pm 

14th.    Silver  and  Plate 
16th.    17th,  18th  &  19th 
Century  European 
Paintings 

16th.    English  and  • 
Continental  Furniture 
17th.    Porcelain  and  Works 
of  Art 


21st.    Fine  Wines  at 
10.30  am 

21st.     Fine  Jewels  and 
Objects  of  Vertu,  at  2.30  pm 
22nd.  Watercolours  and 
Drawings 

23rd.    17th,  18th  ck  19th 
Century  European  Paintings 
23rd.    English  and 
Continental  Furniture 


24th.    Porcelain  and 
Works  of  Art 
28th.    Silver  and  Plate 
30th.    English  and 
Continental  Furniture 
30th.    17th,  18th  &.  19th 
Century  European  Paintings 
30th.    19th  &.  20th  Century 
Paintings  and  Drawings. 
All  sales  start  at  1 1  am,  unless 
othei  wise  stated 


8  Atholl  Crescent,  Perth, 
Scotland. 

Telephone  Perth  (0738)  32302. 
Rue  Pedro-Meylan  1,  Geneva, 
Switzerland. 
Telephone  36  60  92. 
Langwith  Mill  House, 
Nether  Langwith,  Mansfield, 
Nottinghamshire. 
Telephone 

Shirebrook  (062  385)  3639. 


ARTHUR  BRETT  &  SONS  LTD 

Member  of  the  British  Antique  Dealers'  Association  Ltd 


42  SAINT  GILES,  NORWICH  NOR  16E,  ENGLAND  Telephone:  0603  28171 

Saturday  by  appointment 
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superb  simplicity 

Here  indeed  is  classic  beauty  and  purity  of  line.  This  handsome 
Silver  Jubilee  dish  from  designer  and  silversmith  Gerald  Benney  is  in  sterling 
silver  bearing  the  1977  Silver  Jubilee  Hallmark,  with  a  gilt  central  medallion. 
Measuring  132mm  in  diameter  and  25mm  in  depth,  the  dish  weighs  200 gm. 
In  a  strictly  limited  edition  of  1,000,  each  one  is  individually  numbered  and 
is  supplied  in  a  fitted  case  with  a  signed  Certificate  of  Authenticity.  Price  £145. 


The  Gerald  Benney  Jubilee  Dish  is  available  only  from  Carrington. 

If  ordering  by  post,  please  make  your  cheque  payable  to 

Carrington  &  Co.  Ltd,  or  send  your  signed 

authorisation  to  debit  your  Credit  Card 

Account  with  the  appropriate  sum.  For 

insured  delivery  within  the  UK,  75p 

should  be  added.  You  are  of  course 

very  welcome  to  see  the  Dish 

in  our  showrooms. 


0 


CARRINGTON  only  at  130  Regent  Street,  London  W1R  6HU.  Tel:  01-734  3727 


6) 


DELOMOSNE 
AND  SON  LIMITED 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  Regency  period  Chandelier  of  fine  quality 
and  unusual  detail.  Circa  181  5. 
Height:  4  ft  3  ins. 


Exhibiting  at 
GROSVENOR  HOUSE  ANTIQUES  FAIR 
June  8th  to  18th 


4  CAMPDEN  HILL  ROAD 
KENSINGTON  LONDON  W.8 

TELEPHONE  01-937  1804 
CABLEGRAMS:  DELOMOSNE  LONDON  W.8 


FABER  BOOKS 


The  Paintings  of  Correggio 

by  Cecil  Gould 

With  396  monochrome  illustrations  and  12  colour  plates  £50 

Victorian  Panorama 

Paintings  of  Victorian  Life 
by  Christopher  Wood 

With  over  250  monochrome  illustrations  and  8 
colour  plates  £12.50 

Gemstones  for  Everyman 

by  B.  W.  Anderson 

With  17  colour  plates,  24  monochrome  illustrations 
and  61  line  drawings  £15 

London  Goldsmiths  1697-1837, 
Their  Marks  and  Lives 

from  the  Original  Registers 

at  Goldsmiths'  Hall  and  other  sources 

by  Arthur  G.  Grimwade 

With  3,910  marks  and  10  half-tone  illustrations  £38 

Mason  Porcelain 

and  Ironstone,  1796-1853 

Miles  Mason  and  the  Mason  Manufactories 

by  Reginald  Haggar  and  Elizabeth  Adams 

With  a  Foreword  by  R.  J.  Charleston 

With  144  monochrome  plates,  8  colour  plates,  48  marks, 

40  'shapes',  and  2  line  illustrations  £15 

Pocket  Book  of  British 
Ceramic  Marks 

Including  Index  to  Registered  Designs,  1842-83 
by  J.  P.  Cushion 

With  approximately  800  marks  and  3,000  entries  in  the  new 
index  to  registered  designs  £5.50 

Old  English  Porcelain 

A  Handbook  for  Collectors 

by  W.  B.  Honey 

Revised  by  Franklin  A.  Barrett 

With  a  Foreword  by  R.  J.  Charleston 

With  337  half-tones  illustrating  over  400 pieces  271  marks 

and  4  colour  plates.  Third  edition.  About  £12.50 

(forthcoming) 

The  Idea  of  a  Town 

The  Anthropology  of  Urban  Form  in  Rome 
Italy  and  the  Ancient  World 
by  Joseph  Rykwert 

With  113  half-tone  and  66  line  illustrations  £14 

York:  The  Continuing  City 

by  Patrick  Nuttgens 

With  40 photographs,  7  line  drawings  and  6  maps  £8.50 

Cezanne  Letters 

edited  by  John  Rewald 

Published  by  Bruno  Cassirer  £6.50 

Priceless  Heritage 

The  Future  of  Museums 
by  Ian  Finlay  £4.95 

FABER  &  FABER 
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AGNEW 


CLAUDE  JOSEPH  VERNET 


A  Rocky  Landscape 
Canvas,  3H  x  51  ins. 


MASTER  PAINTINGS 


including  works  by 
GIOVANI  DI  PAOLO,  PIETRO  PERUGINO,  JACOBO  BASSANO, 
FRANCOIS  CLOUET,  CLAUDE  JOSEPH  VERNET,  HUBERT  ROBERT, 
JACOB  VAN  RUISDAEL,  J.  M.  W.  TURNER,  SIR  ANTHONY  VAN  DYCK. 


14  June-22  July 


43  Old  Bond  Street, 
London,  Wl 


Tel:  01-629  6176 

Cable:  Resemble,  London 


Monday-Friday  9.30-5.30  p.m. 
Thursdays  9.30-7.00  p.m. 


«5 


THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


Buy  from  a  member  of  BADA .... 
membership  implies  adherance 
to  a  code  of  behaviour. 


Sell  to  a  member  and  avoid  the  increased  charges  imposed  by  some  Auctioneers. 
A  list  of  members  will  be  sent  free  on  receipt  of  a  stamped  and  addressed  envelope. 
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Your  Jewe 

can  realise  highest  prices  on  the  international  market  through  Richard 
Ogden  who  regularly  exhibits  overseas.  Famous  for  Fine  Jewellery 
and  his  Ring  Collection,  he  has  also  established  a  special  Jewellery 
Consultancy  Service  enabling  you  to  sell  or  buy  with  confidence 
knowing  that  the  price  is  right. 


llery 


MWUMflTW 


RICHARD  OGDEN 

Specialist  in  Probate  and  Valuation. 

28  &  29  BURLINGTON  ARCADE 
PICCADILLY  LONDON  WiV  oNX 

Telephones:  01-493  9136/7  &  6*39 


Exhibiting  at: 
Lyndhurst  Flea  Market, 
Tarrylown,  Sew  York,  May  7. 

Morgan  Memorial  Flea  Market, 
Tops  field,  Massachusetts,  May  21 . 


Pair  of  papier-mache 
fire  screens,  which 
show  Queen  Victoria 
and  Prince  Albert, 
circa  1840,  signed  by 
the  Birmingham  firm 
of  Jennens  & 
Bettridge.  Over-all 
length  is  sixteen 
inches. 


HARRY  GREW 

P.O.  Box  172    Newport,  R.I.  02840 
(401)  846-7372 


The  original ...  open  landau 


The  original  Royal  open  Landau  by  W.  Britain; 
all  pieces  tied  in  the  original  box,  mint  condition. 
Perfect  to  commemorate  the  Silver  Jubilee.  $125.00 


EST.  1866 

GIO00Ott0 

401  Race  St.  Cincinnati.  Ohio  (513)-621-1536 
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BROD  GALLERY 

24  St. James's  Street,  London  SW1A 1HA  Telephone:  01-839  3871 


Exhibited : 

Paris,  Musee  du  Jeu  de  Paume,  Exposition 
retrospective  des  grand  et  petits 
maitres  Hollandais'.  1911.  no  1 46 
Leiden,  De  Lakenhal  Museum',  Jan 

Steen  exhibition,  1 926,  no.  59. 
Rotterdam,  Boymansvan  Beuningen 
Museum,  Art  treasures  from  Dutch 
Collections  .  1955.  no  123. 
reproduced  plate  1  28 


JAN  STEEN 

1626—1679 
Panel :  68  *  57  cms.  Signed  lower  left. 

Provenance: 

J  van  der  Linden  van  Slingelandt  1  785 
Paul  van  Cuyck  1 866 
Camondo  1893 
Marquise  d'Aoust.  Pans  1 924 
Kleinberger,  Paris 
A  Preyer,  Versailles  and  Amsterdam  1 927 
Mrs  A  C  R  van  der  Mandele- Vermeer.  Bloemendaal 


Literature: 

C  Hofstede  de  Groot,  Catalogue  Raisonne  .  etc  , 
vol.  1.  1907,  no  795 
Armand  Dayot.  Grands  et  petits 
maitres  Hollandais'.  1911.  no  1 55.  p  1 52. 
reproduced  plate  102 
F  Schmidt  Degener  and  Dr  H  E  van  Gelder. 
Jan  Steen  ,  Amsterdam  1927.  p.  82.  reproduced 
Ikor  C  H  de  Jonge,  Jan  Steen' 
1  939,  p  49  50,  reproduced  p  50 


Exhibiting  at  the  Grosvenor  House  Fair.  8-18  June  77.  Stand  Number  46.  Tel:  01  -499  6363  Ext  27150 


Fine  Paintings  and  Drawings  by  Old  Masters 


A  Famous  Lifetime  Collection 


One  of  a  pair  of  six  foot, 
eighteenth  centurv  Satsuma 
urns,  from  the  Imperial  palace. 
(Also  shown  in  background  of 
Auhiisson  suite.) 


i  % 

'ft 


A, 


An  eighteenth  century  Louis  XVI  Aubusson  suite  with  two  canapes  and  four  matching  fauteuils. 


A  pair  of  cobalt  blue  Sevres  Palace  urns,  four  and  a  half  feet 
tall.  Signed. 


Mint  condition  eighteenth  century  Aubusson  rug  depicting  the 
four  seasons.  Size  is  twenty  by  twenty-four  feet. 


from  a  privately  owned  museum . . 
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Both  included  in  the  Queen's  Silver  Jubilee  FABERGE  exhibition  at  the  Victoria  and  Albert  Museum. 


Thomas  Rowlandson.  Spectators  at  a  Military  Review. 
Watercolour  Drawing.  Size  5I  x  9]  inches. 

Exhibiting  Stand  No.  37  at  GROSVENOR  HOUSE  ANTIQUES  FAIR 


FRANK  T.  SABIN  LTD. 


FOUR  NEW  BOND  STREET 
LONDON  W.I. 


TELEPHONE:  01-499  5553 


CABLES :  Sabinus  London  Wl 


BENJAMIN  GINSBURG  (dAidiijimnj 

815  Madison  Avenue  (at  68th)  New  York,  N.Y.  10021       Saturdays  by  appointment       Telephone  (212)  744-1352 


English  toasting  glasses  about  1750: 
at  left,  engraved  "Long  live  the  King"; 
right,  Jacobite  emblems. 

Royal  portrait  charger  in  blue,  yellow  and 
manganese,  8%"  dia.  Brislington  delftware 
ca.  1690 
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%T'M  HI  I  *'      r  1 


PHILLIPS  of  HITCHIN 

(ANTIQUES)  LTD.  x-n 

erf 


ne  Hitchin  2067 
}  0462  2067 


orasmre 


Cables 
Phillips  Hitchin 


A  Mahogany  Tripod  table,  circa  1740,  the  original  needlework  top 
showing  playing  cards  and  plaques. 

From  our  collection  of  17th  and  18th  century  English  furniture  displayed  in 
the  18  period  rooms  of  a  Georgian  manor  house  only  1  hour  from  London  by 
the  A.I  or  about  40  minutes  by  train  from  London  (Kings  Cross)  ;  trains  can 
be  met  by  arrangement. 


Exhibiting  at  the 

Grosvenor  House  Antiques  Fair 

June  8-18 

Members  of  the  British  Antique  Dealers'  Association. 
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We  Congratulate 
Her  Majesty  Queen  Elizabeth  II 
on  the  Silver  Jubilee  of  Her  Coronation 
with  our  Boehm  Porcelain  Rose 
"Queen  Elizabeth  II" 


Made  in  England  of  Bone  Porcelain 
15"  long  x  5Vz"  deep  x  4"  high 
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MANHEIM 

Antiques  Corporation 


46  East  57th  Street 
New  York,  N.Y.  10022 
(212)  PL  8-2986 


Coloured  Staffordshire 
>ottery  Croup  of  a 
rainer,  performing 
>ear  and  lion  by 
)badiah  Sherratt. 
Height  approx.  9" 
lirca  1825. 


V 


OMational 

CDealm 
C/lssoaafiori 

Jnc. 


59  East  57th  Street 
New  York,  N.Y.  1002; 
(212)  355-7620 


A  fine  George  I  small  walnut  kneehole  desk, 

beautifully  veneered  with  lovely  color; 
original  brasses;  excellent  condition,  c.  1715. 
33"  long,  20"  deep,  30V2"  high. 


FIRESTONE  and  PARSON 

The  Ritz  Carlton  Hotel   Boston,  Mass.  021 1 7  (617)266-1858 


Early  American  silver  goblet 
made  by  Paul  Revere, 
Boston  c.  1798. 
Engraved  AMC  for  Andrew 
and  Mary  Cunningham. 


TILLOU 

QALLERYinc 

Prospect  Street 
Litchfield 

Connecticut  06759 
(203)  567-5706 


Connecticut  tall 
case  cherry  wood 
clock  with  an 
engraved  biass 
dial,  Norwich 
case,  c.  1790. 
Height  7'4". 


ALFRED  BULLARD,  Inc. 

1604  Pine  Street,  Philadelphia,  Pa.  19103  (215)  735-1879 


A  superb  George  III  mahogany  side  table  with 
serpentine  front  and  sides.  English  c.  1770. 
55"  long,  27"  deep,  35"  high.  • 


L.T1  IK,, 


M 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


MATTHEW© 
ELISABETH  SHARPE 

Spring  Mill,  Conshohocken,  Pa.  19428  (215)  828-0205 


Oval  mahogany  wine  cooler  with  brass  trim. 
English,  circa  1790.  Original  base  and  liner. 


// 


HICKS  WILSON 


Merchants  Square 
Duke  of  Gloucester  Street 
Williamsburg  Va.  23185 


P.O.  Box  504 
(804)  229-6860 


Fine  Regency  mahogany 
bracket  clock.  Works 
engraved:  "Dwerrihouse  & 
Ogston,  Davies  Street 
London".  Circa  1835-40. 
Height  20",  length  11". 


CJmional 


(Dealers 
C/lssodatiori 

cJnc. 


MALCOLM  FRANKLIN  i„c: 

126  East  Delaware  Place  Chicago,  III.  60611    (312)  337-02C 


An  antique  English, 
George  II  mahogany 
library  lecturn  with 
rising  top,  dating 
circa  1750.  28"  x  19" 
x  31 W  high. 


Made  &Nichdson 

*S  By  Appointment  Only 

Route  52  (RD  #4)  ^ 
West  Chester,  Pa.  19380  *  \J 

(212)  793-1312 


Architectural  pine 
corner  cupboard 
in  simulated 
grain  paint. 
England  c.  1735. 


15  East  57th  Street,  New  York,  N.Y.  10022    (212)  759-3715 


19th  Century  French  Needlework  rug, 
12.8  x  9.6 


Landrigan 
&  Stair 


17  East  71st  Street 
New  York,  N.Y.  1002 
(212)  794-0393 


One  of  the  four 
Queen  Anne 
walnut  side  chairs. 
Circa  1715. 


ti  ni- 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


s 


a.  a.  Wolff  (Ant»,n«)  ltd. 

825  Madison  Avenue,  New  York,  N.Y.  10021  (212)  879-334 


A  George  II  carved  Mahogany  solid  top 
Tea  or  Games  Table  having  a  finely  shaped 
frieze  drawer.  Circa  .  .  .  1740. 
Width  36",  depth  18",  height  29". 


y 


RALPH  M.CHAITo*„«s 

12  East  56th  Street  New  York,  N  Y.  10022  (212)  758-0937 


Rare  Chinese  Blue  and  White  Porcelain 
Armorial  Plate,  with  the  arms  of  the 
Portuguese  family  Mellos  (Almeidas). 
K'ang  Hsi  period.  A.D.  1662-1722. 
Diameter  75/s  inches. 


(Dealers 
^ofytmericci 


"»*  INC. 

12  East  57th  Street,  New  York,  N.Y.  10022    (212)  PL  2-6166 


7 


George  I  period  Irish 
silver  teapot.  Dublin 
1715  by  Thomas  Walker. 
Engraved  with  the  arms  of  Boiton. 


Philip  Colleck 

of  London  Ltd. 


122  East  57th  Street 
New  York,  N.Y.  10022 
(212)  753-1544 


Very  fine  English  burl  walnut 
pedestal  desk.  Early  19th  century. 
50"  long,  27"  deep,  30"  high. 


DILDARIAN,  Inc. 

595  Madison  Avenue,  New  York,  N.Y.  10022  (212)  288-4948 


A  KAZAK,  woven  circa  1860,  with  clear, 
bright  colors,  size  8.3  x  6.5. 


ALAVIEILLE  RUSSIE 

781  Fifth  Avenue,  New  York,  N.Y.  10022  (212)  752-1727 


Faberge 


■pi  iHl 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


GARRICK  C.  STEPHENSON 

50  East  57th  Street,  New  York,  N.Y.  10022  (212)  753-257 


Bronze  Lion  and  Lioness. 

Each  signed  and  numbered 
R.  BUGATTI  (1),  and 
stamped  CIRE  PERDUE 
A.  A.  HEBRARD 


Overall: 

Lion:  27"  L, 
9"  W.,  17'/2"  H. 

Lioness:  28"  L., 


8V2"  W.,  I6V4"  H 


London's  oldest  print  &  picture 
dealers.  Founded  1750 


Captain  and  Lieutenant- 
Colonel  Robert 
Dalrymple,  3rd  Foot 
Guards,  later  Sir  R.  D. 
Hom-Elphinstone,  Bt,  an 
oil  painting  on  canvas, 
signed  J.  W.C,  1799  (J.  W. 
Chandler)  size  30in  x  25in 
(76cms  x  64cms). 

Visit 

our  Stand  No  16,  Grosvenor  House 
Antique  Fair,  June  8th —  18th. 


The 

Parker 
Uallery 


2  ALBEMARLE  STREET,  PICCADILLY,  LONDON  W|X  3HF 

TELEPHONE:  01  -4>»9  S9U6-7 

Hours  of  Businraa  Monday  la  Friday  9.30-S.30  Cloard  on  Saturday. 


am 


In  Washington,  D.C. 

1 


Remembrances 
of  things  past 
in  a  hotel  oj 
great  presence 

The  Madison  was  conceived  and  is  conducted 
upon  the  premise  that  good  taste  is  still  appreciated, 
that  superior  service  is  still  in  demand,  that  travel 
accommodations  can  be  as  distinctive  and  comfort- 
able as  those  of  a  fine  home. 

As  a  complement  to  and  statement  of  that  phi- 
losophy, we  have  appointed  public  rooms  with  one  of 
the  finest  collections  of  18th  century  English  furni- 
ture and  graced  their  walls  with  significant  original 
oil  paintings.  The  Madison's  impressive  collection  of 
porcelain  bird  sculptures  by  Edward  Marshall  Boehm 
is  also  installed  for  viewing  by  guests  and  visitors. 

The  treasures  housed  by  the  Madison  are  but 
one  element  of  the  Madison  experience — treasured 
by  all  it  encompasses. 


Member,  Leading  Hotels  of  the  World 

THE  MADISON 

"Washington's  Correct  Address 
15th  &  M  Streets,  Northwest 
Washington,  D  C.  20005 

Phone  (Toll-free)  800-424-8577 
or  HRI  212-838-3110  (Call  Collect) 
or  see  your  travel  agent 

Marshall  B.  Coyne,  Proprietor 
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Antique  in  everything  but  concept 

Next  to  Harrods  we're  the  most  original  thing  to 
happen  to  Knightsbridge  for  a  long,  long  t;me. 
Because,  the  Knightsbridge  Pavilion  of  Antiques 
is  really  something  very  new. 

With  50  delightful  Regency-style  shops,  stocked 
with  fine  antique  furniture,  porcelain,  silver, 
arms  and  militaria,  glass  clocks,  paintings,  dolls, 
books,  jewellery,  icons,  brass  and  copper,  coins 
and  objects  d'art  -  sold  by  some  of  the  most 
eminent  dealers  in  the  world.  All  are  specialists, 
and  are  registered  members  of  a  professional 
antique  Trade  Association  with  a  professional 

Code  of  Practice. 
Here  also  is  the  International  Antique  Dealer's 
and  Collector's  Club,  where  member  dealers  and 
collectors,  together  with  their  guests,  can  relax 
in  the  comfortable  bar  and  roof  garden,  and 
enjoy  a  light  lunch.  Membership  is  £10  per  year, 
Overseas  visitors  £7  per  year. 
The  Pavilion  is  the  headquarters  of  the  London 
and  Provincial  Antique  Dealers'  Association 
where  the  facilities  include  friendly  advice  on 
shipping,  packing,  where  to  buy  and  sell,  and 
all  assistance  to  the  public  and  the  trade. 
LAPADA  telephone  01-584  7911.  There  are  also 
secretarial  and  telex  facilities  available  in  the 
offices  on  the  top  floor. 
Come  and  see  for  yourself.  There's  nothing  quite 
like  it  on  the  London  Antique  scene. 
You'll  find  us  at  112  Brompton  Road, 
London,  SW3.  Right  opposite  Harrods,  of 
course.  Telephone  01-581 0435/6. 


Adams  Antiques 

The  Pavilion,  112  Brompton  Rd.,  London  SW3 
Telephone:  01-589  5717 


Fine  18th  Century 
German 
Porcelain 


International 
Antique  Dealers  £r 
Collectors' Club 


...  is  part  of  the  Knightsbridge  Pavilion.of  Antiques, 
where  members  can  relax  and  enjoy  the  delightful 
bar,  light  meals— cooked  by  gourmet  chef,  roof 
garden— open  10.00 hrs.  to  20.00 hrs.,  in  an  ideal 
position  opposite  Harrods  in  Knightsbridge.  It  has  a 
perfect  atmosphere  for  private  parties,  business 
entertaining,  or  just  to  relax  with  the  family  when 
in  town. 

r  

PLEASE  SEND  ME  DETAILS  OF  CLUB  MEMBERSHIP 
Name:  


Antiques  by 
Constantine  Ltd. 


1  24  NEW  BOND  STREET,  LONDON  W1 Y  9AE 
and  at 

THE  KNIGHTSBRIDGE  PAVILION 
112  BROMPTON  ROAD,  LONDON  SW3  1 J  J 
TELEX  91  7447 


Address:. 


.Tel:. 


International  Anti""<=>  Dealers'S  Collectors' Club, 
112  Brompton  Road,L       n  SW3  1JJ. Tel:  01-581  0435. 


NETSUKE,  NARWHAL,  SIGNED  MITSUHIRO 
WITH  KAKIHAN 
CONSTANTINE  TELEPHONE: 
01-589  5994 
01-589  4022 
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OUR  NEW  ADDRESS  FOR 

18th  CENTURY  ENGLISH 
PORCELAINS  •  POTTERY 


A.  J.  FILKINS 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 
AJ.  Filkins  Miss  MG.  Scott 


The  Knightsbridge  Pavilion 
112  Brompton  Road 
London  SW3 
Telephone:  01-584  7857 


W  Bruford  &  Son  Ltd. 
The  Gallery 
Knightsbridge 
Pavilion  of  Antiques 

also  at: 

60/62  Terminus  Rd, 
Eastbourne. 
1  Bedford  St.,  Exeter. 

Antique  &  Secondhand  Silver  *  Trade  Welcome 


Rare  antique  tankard, 
m;iker  John  Peard, 
Barnstaple,  circa  1692. 


JACOB  STODEL 

Antiques 

ITALIAN  MAJOLICA-SILVER 

112  Brompton  Road,  London  SW3  1JJ 
Telephone:  01-589  5861. 


Tony  Gill 


International  Consultant  to  the  Antique 
and  Fine  Art  Trade 


LAPADA 

Registered  Member 


Knightsbridge  Pavilion  of  Antiques, 
112  Brompton  Road, 
London,  SNA/3 1JJ  England. 
Telephone:  01-589  5260 

Advice  given  to  Overseas  Dealers  buying  in  Britain. 
Overseas  marketing  advice  given  to  British  Dealers. 


Antique  dolls  for  collectors 
and  world-wide  dealers 


Victoriana  Dolls, 
Knightsbridge  Pavilion, 
112  Brompton  Road, 
London  SW3. 
Tel:  01-589  5908 


01-5895620 


MICHAEL 
C 

GERMAN 


■/f'/Yff /'///.) 


THE  PAVILION 

112  BROMPTON  ROAD,  LONDON  SW3. 


Antique  in  everything  but  concept 

Come  and  see  for  yourself. 
You'll  find  these  and  many  other 
top  quality  dealers  at: 
112  Brompton  Road,  London  SW3 
Right  opposite  Harrods  of  course. 
Telephone:  01-581  0435/6. 


Si 


J 


A  Magnificent 
Late  19th  Century  Japanese 
Bronze  Temple  Courtyard  Brazier 
on  a  raised  lotus  base. 
Cast  about  the  massive  inverted  bell  form 
is  ho-o,  the  phoenix,  amidst  clouds. 
Diameter  5  feet. 


^FLORENTINE  -^ms&m 

CRAFTSMEN  a.    654  FIRST  AVE.  (37th  St.)  NEW  YORK,N.Y.10016     (212)  532-3926 


3025  Granville  Street 
Vancouver,  B.C.  V6H  3J9 


%\)t  tCappit  Hen 

Quality  Antiques    Dr.  Laurie  Patrick 


Phone: (604)  731-8021 


Pair  of  Candlesticks  by  John  Scof  ield,  London  1 786. 
Silver  Tea  Pot  On  Stand  by  Hester  Bateman,  London  1 789. 

Member  Canadian  Antique  Dealers'  Association 
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By  Appointment 
Antiquaries  of  Chinese  Art  , 
to  hi  k  i  atk  Majesty  Queen  Mary 


By  Appointment 
Antiquaries  of  Chinese  Art 
to  H.M.  Queen  Elizabeth 
the  Queen  Mother 


By  Appointment 
Antiquaries  of  Chinese  Works  of  Art 

to  his  late  Majesty  thi  King  of  Swidis 


•JOHN  SPARKS 


LIMITED 


CInneste  2Horks;  of  &rt 


A  Chinese  carved  red  lacquer  box,  the  sides 
of  the  cover  and  base  with  a  continuous 
design  of  flowers  and  foliage 
Mark  of  YUNG-LO  incised  on  the  base,  and  of 
the  period,  A.D.  1403-1424 
Diameter:  26  cms 


128  MOUNT  STREET,  LONDON  W1Y  5HA 

Telephones:  01-499  2265  &  1932 


Exhibiting  Grosvenor  House  Antiques  Fair  Stand  42 


A  magnificent  Queen  Anne  walnut  single  domed 
secretaire-bookcase,  circa  1705,  England. 
40"  w  ide,  84"  high.  23  V2"  deep. 


W&kefield-Scearce 


Galleries 


HISTORIC  SCIENCE  HILL,  WASHINGTON  STREET 
on  both  main  roads  iU.S.  60  &  1-64)  between  Louisville  and  Lexington 
SHELBYV1LLE,  KENTUCKY  40065 
Telephone  (502)  633-4382 
Member  of  the  Art  and  Antique  Dealers  League  of  America,  Inc. 


r 


Direct  Importers  of  British  Antique  Furniture, 
Silver,  Old  Sheffield  and  Decorative  Accessories 
Write  for  new  illustrated  catalogue,  $2.50 


Why  Not  Spend  A  Pleasant  Day  or  Two  in  the  Country? 

Located  in  Historic  Science  Hill,  one  of  the  oldest 
buildings  in  Kentucky,  we  invite  you  to  visit  and  see  one 
of  the  largest  collections  of  fine  English  antique  furni- 
ture, rare  and  unusual  silver  and  porcelain,  as  well  as 
decorative  accessories. 

Come  and  enjoy  the  day,  then  dine  at  the  Science  Hill 
Inn,  located  under  the  same  roof. 


The  new  1977  78 


International 

Auction 

Records 


for 

ENGRAVINGS 

DRAWINGS 

WATERCOLOURS 

PAINTINGS 

AND  SCULPTURE 

is  on  sale  now 

The  only  annual  art  price  index  quoting 
minor  artists  and  giving  prices  of  works  sold 
for  less  than  £200  ($400 ) 


The  following  information  is 

given  (when  available) 

for  each  of  the  30,000  Works — 


NAME  OF 
ARTIST 

DATE  OF  BIRTH 
AND  DEATH 

TITLE 

DATE  AND  SIZE 
OF  THE  WORK 

PRICE  IN 
ORIGINAL 
CURRENCY  AND 
IN  $ 

NAME  OF 
AUCTIONEER 

DATE  OF  SALE 


Please  send  me  copy  ies  of  INTERNATIONAL  AUCTION 

RECORDS  1977/78  iu  £32  (UK  only)  or  $80  (Abroad)  post  free. 

I  enclose  cheque  P.O.  for  the  sum  of  

Name   

Address   


Return  to  HILMARTON  MANOR  PRESS, 
CALNE,  WILTS,  U.K.  Dept.  C  J 

Registered  Company  No.  139101006 
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A  collection  of  Chelsea  seals.  All  but  the  two  with  green  bases  are  mid- 18th  century. 


A  group  of  18th  century  South  Staffordshire  enamel.  The  rare 
casket,  top  left,  has  a  scene  that  portrays  The  Battle  of  the  Saintes 
after  the  painting  by  T.  Whitcombe.  It  measures  IVa,  inches  x  5lA  inches. 


J.J.THOMPSON 

Box  22698,  Fort  Lauderdale,  Florida  33335  •  (305)  524-6155 


Mayorcas  Ltd 


Member  of  the  B.A.D.A.  Ltd. 


A  fine  and  important  ENGLISH  early 
1  8th  cent.  Georgian  Panel  of 
Needlework  c  1  740.  On  a  saffron 
colour  ground,  a  profusion  and  riot  of 
flowers,  roses,  tulips,  marguerites,  iris 
etc.,  in  naturalistic  reds,  blues,  greens, 
yellows,  tans,  ivory  etc.,  with  on  each 
side,  standing  on  plinths,  a 
rennaissance  type  Urn  in  slate  blue  and 
other  colourings,  with  huge  bunches 
of  fresh  coloured  flowers.  The  whole 
finished  at  the  bottom  with  a  pattern 
of  small  hillocks  with  floral  motifs  of 
daisies,  tulips,  etc.,  all  in  good  colour. 
Size:  5ft  9  ins  x  7ft  4  ins  wide 
(1m74  *  Im93). 
Perfect  condition. 


38  Jermyn  Street,  St.  James's 

London  S.W.I       Telephone:  01-629  4195 


27  MOUNT  STREET, 
MAYFAIR, 
LONDON  W.l 
Tel:  01-629  6448 


H.W.KEIL  LTD. 

Members  of  The  British  Antique  Dealers'  Association  Limited 

Established  over  half  a  century 


TUDOR  HOUSE, 
BROADWAY, 

WORCS. 
Tel:  038-681  2408 


During  June  and  July  we  are  having 
a  special  display  of  carefully 
selected  examples  of  the  1 7th  and 
18th  century  furniture. 

#  #  ft  ft  ft  ft 

Recently  we  have  added  Eadburgha 
Hall  adjoining  Tudor  House.  These 
additional  showrooms  enable  us  to 
house  the  finest  of  the  two  centuries, 
particularly  oak  and  walnut.  They 
are  open  by  appointment  only. 


ft  ft  ft  ft  ft  ft 


A  rare  example  of  a  fine  Stuart 
chest  of  drawers  in  orginal 
state  and  beautiful  colour 


Originators  of  the  famous  Keil's  wax  polish. 
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WILLIAM  WALTER  ANTIQUES  LIMITED 


TWO  FINE  EXAMPLES  OF  THE  WORK  OF  EDWARD  ALDRIDGE 


LONDON  SILVER  VAULTS        CHANCERY  LANE        LONDON        WC2A  1QS 
Telephone  01 -242  3248/9    Telegrams  WALTER  STRONGROOMS  London  WC2A 1QS 
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Victoria  Adelaide  Mary  Louise,  the 
eldestdaughterof  H.M.  Queen 
Victoria  of  Great  Britain.  She  was 
a  very  gifted  person  and  appreciative 
of  all  the  arts  The  Queen  made  her 
The  Princess  Royal  of  G.B.  and  in 
1885  she  married  Prince  Frederick 
William  of  Prussia,  later  the 
Emperor  Frederick  II, 

She  became  known  as  the  Empress 
Frederick,  was  popular  in  G.B.  and 
in  Prussia. 

Maple's  label. 

Provenance:  SirEdward  Seymour, 
Comptrollerto  Princess  Victoria. 

Mrs.  John  Seymour  by  descent. 
Both  paintings  havetheold 

Maple's  depository  labels  from 

the  old  stretches. 

Both  canvasses  have  been  wax- 
relined. 

Sample  Catalogue  G.B.  50p 

Overseas  airmail  $2  bill  or 
$2.50  cheque 

35  mm.  colour  slides  avail- 
able 

PRIVATE  AND  TRADE 


View,  Phonelirst, 

H.R.H.  PRINCESS  VICTORIA,  1840-1901  STD  079-78-304 

123T  "Still  Life  of  Flowers,  aChalice.aFanand  Drapery" 
Canvas  22^in  x  28Jin.  Signed,  dated  1884 


OLD  HALL  GALLERY  LTD.,  Iden,  Rye,  Sussex 


WILDENSTEIN 

Paintings  Watercolours  Pastels 

PAUL  MAZE 

A  selection  from  the  artist's  work  of  the  past 
fifty  years  on  the  occasion  of  his  ninetieth  birthday 


1 6th  June  -  8  th  July 

Weekdays  10  -  5.30  Saturdays  10  -  12.30 

147  NEW  BOND  STREET,  LONDON  W.i 


94    The  Connoisseur,  June,  1977 


An  exceptional  late  1 8th  century  Indo- Persian  Carpet,  finely  woven  in 
pastel  colours  on  a  blue  background  with  a  main  rose-red  border. 
In  perfect  condition.  Size:  16'0"  x  12'0"  (488  cm.  x  366  cm.) 

70  South  Audley  Street  Mayfair,  London,  W1 Y  OFE.  01  -493  5288 
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NOW  AVAILABLE 

GUIDE  EMER  1977-1978 

Europe's  Leading  Directory 
Including  24  European  Countries 

Over  70,000  names  and  addresses  listed  by  countries, 
towns,  streets  and  classifications. 
Also  new  map  sections. 

For 

Antique  Dealers 

Amateur  Collectors 

Picture  Galleries 

Antiquarian  Booksellers 

Restorers,  Trade  Suppliers 

Packers,  Transporters,  etc. 

Available  from  Leading  Booksellers  or 

G.  GILLINGHAM  4  Crediton  Hill,  London  NW6  1HP 

Telephone:  01-435  5644 

Price:  £12.50  post  paid  U.K.  and  Eire.  Please  send  payment  with  order 
Everybody's  key  to  The  Treasure  Houses  of  Europe 


A  DICTIONARY  OF 

MARKS 

The  Identification  Handbook 
for  Antique  Collectors 


DICTIONARY  OF 

MARKS 

A  fully  up-dated  and  expanded  edition  of  a 
standard  work. 

For  the  collector  this  Dictionary  is  a  delight  to  own 
and  consult.  For  the  dealer  it  is  that  as  well  - 
but  since  its  first  publication  has  also  become  an 
indispensable  reference  book. 

Up-to-date  and  comprehensive  coverage  of  British 
and  American  metalwork,  British  and  European 
ceramics,  furniture  and  tapestry. 

The  Connoisseur  £3.95 
From  good  bookshops  or  in  case  of  difficulty  direct  from  the 
publishers:  The  Connoisseur  Books  Division,  Chestergate 
House,  Vauxhall  Bridge  Road,  London  SW1V 1HF. 


(  K  HAM  ICS 
ME'jiVIAVOHK 
I'CRNTiTHE 
TAPHNTHY 

Krtitedbv 
Margaret 
MaciIoimld-TmlcH 


g6    The  Connoisseur,  June.  1977 


^^^^ 


THE  HARPERS  &  QUEEN 
HOSTESS  BOOK 


...AND  THE  HARPERS  & 
QUEEN  ADDRESS  BOOK 


DRAWINGS:  PETER  KNOCK 


Two  firmly  established  best 
sellers  that  make  wonderful 
wedding,  birthday  and  any 
special  day  presents. 
And  once  you  see  them  you  will 
want  them  for  yourself. 

First,  The  Hostess  Book 

In  black  pigskin  leather,  5|"  x 
Elegant  and  handy.  In 
seven  pages  crammed  with 
up-to-the-minute  information 
you  will  discover  where  to  look 
for  t  he  most  delicious  foods  and 
drinks  -  and  a  really  useful 
diagrammatic  guide  to  food  in 
season. 

We  also  list  caterers,  florists 
and  flower  arrangers,  kitchen 
utensil  shops,  where  to  get 
special  lighting,  where  to  hire 
staff  or  tape  recorders  or 
roulette  wheels  or  cars.  And  we> 
suggest  some  cookery  books. 
Not  only  can  you  plan  your 
meals  from  all  this,  you  can 
plan  your  shopping  route  (or 
you  can  do  it  all  from  home  on 
the  telephone).  This  section  is 
followed  by  64  pages  for  your 
own  records  of  your  dinner 
parties  -  your  menus,  the  wines 
you  served  and  your  guest  lists. 
The  Hostess  Book,  comes  to 
you  post  free  for  only  t4.50. 


Second,  The  Address  Book 

It  measures  6£"  x  6V'  and  is 
bound  in  midnight  blue 
Morocco  grain  Leftside,  with 
gilt  foil  edges  and  a  stepped 
alphabetical  index  for  easy 
reference.  As  well  as  126  pages 
for  names,  addresses  and  tele- 
phone numbers,  it  also  contains 
sections  for  noting  birthdays 
and  other  anniversaries,  Christ- 
mas cards  sent  and  received, 
emergency  addresses  and  a 
telephone  quick  reference  list. 
The  Address  Book,  comes  to 
you  post  free  for  only  £2.50. 
$4.50 

TO  MAKE  YOUR  ORDER 
PLEASE  FILL  IN  THE 
COUPON  BELOW. 


HARPERS  &  QUEEN  HOSTESS  BOOK/ADDRESS  BOOK  OFFER 

To  Harpers  &  Queen  Hostess  Book/Address  Book  Offer 
22  Armoury  Way,  London  SW18  1HA 


NAME 
ADDRESS 


Please  send  me  copies  of  The  Hostess  Book  (£4.50  each) 

Please  send  me  copies  of  The  Address  Book  (£2.50  each) 


1  enclose  a  cheque/Postal  Order  for  £  made  out  to 

Harpers  &  Queen  (overseas  orders  will  be  sent  seamail) 


For  those  who 

appreciate 
the  rare  as  well  as 
the  beautiful 


We  are  proud  to  be 
able  to  offer  a  Collection  of 
jewellery  that  is  more  than 
merely  beautiful.  Each  item  has  special 
interest  for  the  connoisseur,  whether  it 
costs  a  few  pounds  or  many  thousands. 
It  may  be  a  piece 
of  coral,  curiously 
cut... or  a  fantastic 
gemstone  brooch 
from  the  Italian 
Rennaissance ...  or  a  reverse 
cut  intaglio  crystal  of  the  sought-after 
"Stage  coach"  series.  For  over  one 

hundred  years  we  have  been 
jewellers  and  silversmiths 
to  discerning  collectors 
including  the  Royalty  of 
all  Europe.  Today  at  One 
Burlington  Gardens 
you  can  see  one  of 
the  most 
interesting  collections 
of  jewellery  in 
London— specially  selected 
for  those  who  appreciate 
the  rare  as  well  as  the  beautiful. 

HANCOCKS 

&  CO  (JEWELLERS!  LTD  EST  1848  >^ 

1  BURLINGTON  GARDi  NS    I  ONDON  WlX  2HP   isS  J 
01-493  8904  ^ 
(opposite  north  entrance  to  Burlington  Anode) 


"V-~-    •         J  ■:- 


"VUE  DE  COLLIOURE" 

Oil  on  canvas,  1 3  x  3 4^  in. 
by  Henri  Martin  (i860- 1943) 


glrbestf  (galleries;,  inc. 

American  and  European  Worka  of  Art 
77  Newbury  Street,  Boston,  Maddachuoettd  02116 
617-247-1418 


A  Georgian 

silver  teakettle 

m 

on  stand,  by 

*, 

Thomas  Whipham, 

London, 1746. 

69  ounces. 

t 

JAMES  M.  HANSEN 

Antiques 

25  E.  De  la  Guena,  Santa  Barbara,  California  93101  (805)  966-1400 
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VALUATIONS 


TEMPLE 
WILLIAMS 


LIMITED 


ANTIQUES 


WORKSOF  ART 


HAUNCH  OF  VENISON  YARD  :  BROOK  STREET  ■  LONDON  W'l 


MEMBER  OF  THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 
OI-629  i486 — 24-HOUR  TELSTOR  TELEPHONE  SERVICE 


A  RARE  EXAMPLE  OF  A  REGENCY  wf' 
ROSEWOOD  SECRETAIRE  by  JOHN  McLE AN  O 

in  his  'Elegant  Parisian  Manner'  the  interior  with 

cedar  lined  drawers,  pigeon  holes  and  original  crimson  leather  to  writing  flap. 
2  ft.  2\  ins.  wide.;  1  ft.  5  ins.  deep,  4  ft.  4  ins.  high 


Member  of  The  British  Antique  Dealer's  Association  Ltd. 


ii  Elyston  Street,  Chelsea  S.W. 3.  Tel:  01-589  6074 


A  fine  Claret  Jug  1  z\"  high  c.  1 800. 
A  Large  Oval  Dish  14"  x  io£"  c.  1 800. 


We  are  having  a  Special  Exhibition 
of  Chandeliers,  Candelabra,  Wall 
Lights,  Candlesticks  <&  Cut  Glass, 
Tableware  of  the  1  %th  <&  early  1 9/^ 
cent. ,  Collectors  Specimen  W ineglasses 
\oa.m.-  50p.m. 
Sat.  ^.50  a.m.  -  1  p.m. 


19th  Century  Antique  Senna 
3.2x7  (92x214  cm) 
A  fine  Persian  rug  with  i\  ory  background  and  medallions  of 
navy  blue,  medallions  and  border  in  shades  of  soft  rust. 

Marvin  Kagan,  Inc. 

ffi  I  Gallery  of  Antique  Rugs  and  Tapestries 

991  Madison  Avenue  h  York,  N .Y.  10021  (212)  535-9000 
Opposite  the  Parke-Berri  Galleries. 


Danaid  by  Auguste  Rodin. 
Alexis  Rudier.  founder.  Green  patina,  8'/:  inches  high. 


Fine  antique  furniture,  paintings  and  art  objects. 
Member  of  the  Appraisers  Association  of  America 

Salander  Galleries,  Inc. 


.192  Danburv  Road 
Wilton,  Corin.  06897 
120.1)762-0616  762-2062  p.m. 
by  appointment 


831  Madison  Avenue 
New  York,  N.Y.  10021 
(2121879-6606 
Tucs.-Sat.  11-5:00 
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•     •        •  .  ;  '. 

Massive  jade  mountain  carved  out  of  a  celedon  colored  stone  with  russet  markings, 
and  contoured  to  make  full  use  of  the  form  of  the  large  boulder.  The  back  is  carved 
with  two  magpies  perched  on  branches  of  a  blooming  prunus  tree,  and  is  inscribed 
with  a  poem  by  the  Emperor  Chien  Lung,  1736-1795  A.D. ...  It  is  our  feeling  how- 
ever, that  the  carving,  and  the  type  of  stone,  and  how  it  was  used,  may  possibly 
indicate  an  earlier  date  for  the  carving  of  this  mountain,  as  it  is  well  known  that  the 
Emperor  Chien  Lung  was  fond  of  composing  his  own  poetry  for  inscription  onto 
antiques  in  his  personal  collection. 


This  mountain  is  93A  inches  high,  and  9  V2  inches  long. 

A  recorded  Work  of  Art,  "fingerprinted" 
(a  patented  process  by  two  members  of  Scotland  Yard) 
and  registered  (#102451),  complete  with  valuation,  with  the  International  Art  Registry  Ltd. 

On  file  with  INTERPOL. 


g.  maUnaJnc. 

AniritTAi    *nrr  r 


680  Madison  Avenue  (61st-62nd  St.)  New  York,  N.Y.  10021 
Telephone:  (212)  593-0323  or  (201)  852-6490 
ORIENTAL  ART     r  We  ship  to  clients  in  all  areas  of  the  world. 


Klaber  and  Klaber  Antique  Porcelain 

2b  Hans  Road 
Telephone:  01-589  7728 


Brompton  Road    London  SW3  iRX 

Telegrams :  Klaberporc  London  SW3 


MEISSEN. 

AN  IMPORTAN  T  TEAPOT  WITH  HAUSMALER  DECORATION  BY  JOHANN  AUFFENWERTH 

OF  AUGSBERGC.  1725. 

The  sides  arc  painted  with  mythological  scenes  in  tones  of  puce,  brown,  orange  and  yellow,  and  a  small  amount  of  gilding, 
which  is  all  enclosed  in  a  Schwar%lot  landscape. The  spout,  handle  and  lid,  and  the \miiI>-  und-  Bandelwerk  are  all  in  oxvdised  silver. 


./  Y  H, 

Ham  ilwaj^for  S-aWmi  laTgL-  tiw.rtir  Ti»      f.Wiion-.ble  article 

( 'A  MX  E  T  &  CHAIR  TUNE, 


[•  jj      \l«o.  DllF.SSING  GLASSES  of  varioiM  aim — Elrpi.il  Kill 
CHIMNEY  11ml  PIER  GL  \  SSES—  Giav,  PiAT«»pul  in  old 

i  I  «aw»— and  Op  1,  Gi.au  Plato  tV.IM.nl  inn]  Sil™ ml 
S      f.    Gil  1  Piuxu  mirH  for  I  count  Gl,»u„  }»•»•»«•  Wom, 
,.  ^  rm,l  all  k,.«l  of  D.Ainnn— and  O1.0  Gu  t  Wo.«  Rn.ii  r.rn. 


Late  Sheraton 
period  mahogany 
and  kingwood 
banded  Scottish 
sofa  table  c.  181 5, 
original  through- 
out and  bearing  the  label  of  Gordon  and  Watson  of  Ayr.  £1,950 

Batofo  (©tbfjtrn.  Antiques; 

Member  of  the  British  Antique  Dealers  Association 

21  MARKET  HILL,  WOODBRIDGE,  SUFFOLK,  IP12  4LX 
Tel:  Woodbridge 3531 


K'ANG  HSI 

Blue  and  white 

underglaze 
Porcelain  jar, 

height  14V- 

1  40  Cassell  Road,  Mainland,  Pennsylvania,  1  9451 
(19  ml.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.                    Phone  (21  5)  723-3949 
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Chinese  painting  on  silk,  c.  1700   108-5  x  98  cm 


EARLY  FURNITURE 

ORIENTAL  AND  EUROPEAN  f      |  J  TELEPHONE :  01 -499  2858 

CABLES:  BARGRO  LONDON  W1 

WORKS  OF  ART 


anmq 

OF   MOUNT   STREET  LTD.  I 

112  MOUNT  STREET  LONDON  W1Y  5HE 


"Serenading  the  Stage 
Coach" 

J.  Wordsworth  Thompson 
Signed  and  dated  '82 

Born  Baltimore  1 840.  Died  Summit  1 896. 
Studied  with  Gleyre,  Lambinet  and  Passim,  Paris. 
Worked  from  his  studio  in  New  York. 
Elected  N. A.  1874. 


IN  TORONTO 

Fine  1  9th  Century 
Paintings. 

FREDERICK 
THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1T8,  Canada 

Telephone:  416-921  3522 


Canvas  size  -  1  8"  x  24 "  -  46  x  61  cm 


Outside  frame  -  24"  x  30"  -  62  x  77cm 


Q I  A 


Photography  by  Timothy  DeGrood 


Rare  American  copper/gilt  fish  shop  sign  c.  1800,  hung  by 
fish  hooks  (length  40").  A  fine  Jacobean  carved  panel. 


LUCIANO  ANTIQUES 

San  Carlos  between  5th  and  6th  in  Carmel,  Ca. 
Eleven  showrooms  and  three  warehouses. 


BIGGS 

of 

MAIDENHEAD 
(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


A  small  rosewood 
tripod  work  table, 
the  upper  basket  with 
trellised  whalebone  sides  and  decorated  satinwood.  the  lower  basket  with 
open  whalebone  supports  The  downturned  tripod  base  finely  laminated, 
and  terminating  in  small  casters  Circa  1  800  Height  28|"  (73  cm),  diameter 
13J"  (34  cm). 

Open  Tuesday  to  Saturday.  Closed  Monday. 
Hare  Hatch  Grange.  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
 (Leave  M4  at  Junction  No.  9)  
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The  Fine  Art 


THE  LARGEST  QUALITY  ANTIQUES  FAIR  IN  BRITAIN. 


r 


Each  year  the  Fine  Art  and  Antiques 
Fair  gains  in  stature.  The  standard  of  exhibits 
improves,  the  variety  of  antiques  widens  and 
the  number  of  stands  and  volume  of  business 
increases  —  there  were  130  stands  last  year. 

For  both  dealer  and  collector  the  Fair 
provides  a  unique  opportunity  to  keep  a 
finger  on  the  pulse  of  the  antique  market  —  to 
spend  a  relaxing  day  in  elegant  spacious 
surroundings,  viewing  and  buying,  making 
new  contacts  and  renewing  old  ones. 

There  are  auctions  on  the  10th,  13th, 


14th  and  15th  and  some  of  the  private 
treasures  of  the  Royal  Academy  provide  a 
fascinating  central  feature. 

With  the  Jubilee  celebrations  reaching 
their  climax  and  other  important  events  in 
the  antiques  world  taking  place,  this  is 
undoubtedly  the  time  to  visit  London. 
Make  a  point  of  visiting  the  Fair 
The  Fair  is  open  from  3pm  to  8pm  on 
Thursday  9th  June,  and  1  lam  to  8pm  on  all 
other  days,  excluding  Sunday.  It  will  close  at 
4pm  on  the  final  day. 


Olympia  9- 


une  1977 


The  Fine  Art  ©  Antiques  Fair 

Olympia  9-16  June,  1977 


GEORGE  HORAN 

Oriental  Antiques  Ltd 

38a  Kensington  Church  Street,  London  W.8. 

Tel:  01-937  9532  (after  1 1.00  a.m.)  Private:  (evenings)  01-622  5968 

by  Appointment,  Suppliers  to  the  Corps  Diplomatique 


Fine  quality  Oriental  Objects  of  Art  - 
Chinese  and  Japanese  Porcelain, 
Bronzes,  Jades,  Ivories,  Stones  and 
Wood  Statues  etc. 


ROBERT  YUEN 

Exhibiting  at  The  Fine  Art 
and  Antiques  Fair,  Olympia  — Stand  O2 


Olympia  Stand  No.  N4 


The  last  thing  we  want  to  do 
is  ship  your  antiques. 

The  Michael  Davis  Company  has  been  shipping 
antiques  for  years. 

In  1976  we  transported  more  than  £10  million 
worth  from  the  U.K.  alone. 

We  don't,  however,  see  our  job  just  as  shippers. 

Michael  Davis  is  also  in  business  to  help  our 
clients  find  antiques  to  ship. 

So  we  have  luxury  apartments  in  Central 
London  where  you  can  stay. 

We  can  provide  you  with  a  list  of  dealers  in  your 
specialist  field. 

Or  we  can  let  you  have  a  car  and  a  personal 
guide  to  show  you  round  Britain's  10,000  scattered  antique 
dealers. 

And  all  because  the  last  thing  we  want  to  do  is 
ship  your  antiques  home  for  you-right  to  your  door. 

Find  out  more.  Send  the  coupon  to 
Michael  Davis  (Shipping)  Limited,  111  Mortlake  Road,  Kew, 
Richmond,  Surrey  TW94AU.  Telephone  01-8760434 
(day),  01-878  3377  (night)  or  4725  Alia  Road,  Marina  Del 
Ray,  Los  Angeles,  California  90291.  Telephone  (213) 
822  5046. 


r 


MICHAEL  DAVIS 


we  ship  antiques  safely. 


1 


Name . 


Address . 


I 

I  O  Commercial 

|  fj  Moving  household 


□  Private 

(Please  tick  appropriate  box) 


C6  | 


A  pair  of  polished  brass  Argand  lamps,  supported  by  chimaeras, 
with  original  engraved  glass  shades.  The  chimaera  supports  are 
from  a  design  in  Thomas  Hope's  Household  Furniture,  1 807 . 
(PI.  XV  Fig.  1) 

George  I  table  with  fitted  drawer,  of  parquetry  of  contrasting 
veneers  with  cross  banding  of  laburnum  G.  1  720. 


Walbrook 
ioiB  Kensington  Church  Street 
London  W8 
Tel:  01-727  2471 
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TURRET  HOUSE 

Fine  Antique 
Scientific  Instruments 

Specialising  in  fine  scientific  instruments  of  the  1 8th 
and  1  9th  centuries.  Also  Antiquarian  books  and  a 
small  general  stock  including  barometers,  musical 
boxes  and  photographica. 


Gregorian  reflecting  telescope 
on  table  tripod  by  Nairne, 
cased. 


Also  the  usual  selection  of  Telescopes. 
Sextants,  Globes  and  other  Instruments 

Turret  House,  Middleton  Street,  Wymondham,  Norfolk 

Telephone:  Wymondham  603462 


PETER  BENTLEY  Antiques 

22  Connaught  Street 

London  W.  2 
Telephone:  01-723  9394 

Fine  English  Georgian 
and  Regency  Furniture 

Stand  No.  C.3. 


JAPANESE  GALLERY 


Stand  X6 

66  D  Kensington  Church  St 
London  W.8 

Commissions  Undertaken. 
Ukiyoe  Ceramics 
Antiques  Decorative  Arts. 
Bought  and  Sold 
Free  Advice  Given 

Consultant:  Mieko. 
Manageress:  Eiko. 


Tel: 


01-229  2934  (day) 
01-839  4194  (eve.) 


Directors:  Mr.  &  Mrs.  Chris  D.  Wertheim. 


GEOFFREY  LAMBERT  FINE  ART 

Route  des  Fauconnaires  Guernsey.  Telephone:  0481-21018 
19th  and  20th  Century  British  and 
Continental  Paintings  and  Watercolours  and 
Old  Prints. 


Tours  -  Myles  Birket  Foster  -4"  x  5V.  Signed  with  monogram. 
Stand  Z.14 


Established  in  London  1828 
Picture  Framing,  Furniture  Restoration  Fine  Art  Packing,  Freight  Forwarding, 


and  Fine  Art  Conservation 
James  Bourlet  &  Sons  Limited 
249  Fulham  Road 

Chelsea 
London  SW36HY 
TelephoneOl-3513292 
Telex  Titian  London  91 7407 

Opening  hours  9am  to  5pm  Mondays  to 
Fridays  and  9  30am  to  4pm  on  Saturdays 


International  Transport  and  Storage 

James  Bourlet  &  Sons  Limited 
3  Space  Waye 
Feltham,  Middlesex 
TW14  0TY 
Telephone01-751  1155, 
01-890  1948/1118 
Telex  935242 


ZOE 
WOOLRYCH 

WEDGWOOD  SPECIALIST 
OB JETS  D'ART  et  de  VERTU 
17th  Century  Flemish  ivory 
The  Knightsbridge  Pavilion  of  Antiques 
112  Brompton  Road  London,  S.W.3 
Tel:01-5896054 

Antiques  Center 
79-81  Avenue  Louise  Brussels 
Tel:  53841 68 


MORRIS  TUCKER 

Lower  Town  House,  Chudleigh  Knighton,  Devon.  0626-8521 23. 

Dealer  in:- 

Maritime  Antiques.  Sailors'  Wool  Pictures.  Ship  Portrait 
Paintings.  Boson's  Calls.  Needlework  Pictures. 
Samplers.  Needlework  Tools.  Workboxes.  Interest 
Paintings.  Primitive  Portraits.  Non-painted  pictures. 
Teacaddies.  Snuffboxes.  Chests.  Napoleonic  P-o-W 
Work.  Slipware.  Redware.  Delft.  Blue  Transfer 
decorated  ware.  Mochaware.  Lustre.  Farmhouse  and 
Kitchen  utensils.  Medical.  Masonic.  Scientific.  Military. 
Lighting  and  Trade  Tools.  American,  Canadian  and 
Amerindian  items. 


Stand  X2 
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Alan  Jacobs  Gallery 

Member  of  the  British  Antique  Dealers'  Association  ^ 
Member  of  the  London  Antique  Dealers'  Association 


Adriaen  Van  De  Venne 
i 589-1662 
Village  Fair 

Oil  on  panel  2 9 .  c  x  38  cm. 
Fully  signed  and  dated  163c 
Casse-Brissac  Collection,  Paris  1  780 
Dr  Louis  La  Caze  Collection,  Paris,  1  8  6  c 


Exhibiting  at  the  Grosvenor  House  Antiques  Fair,  Stand  No.  36.  8th-i8th  June 

Permanent  Exhibition  of  Dutch  and  Flemish  1  7th  Century  Old  Masters 
at  the  Alan  Jacobs  Gallery,  1  {  Motcomb  St. ,  Belgrave  Square,  S.W.  1 . 
Tel :  o  1  -  2  3  j  5944.  loa.m.-cp.m.  Mon.-Fri. 


A  substantia/ mahogany  bo  w  chest  with  slide.  Oak  lined. 
Handles  old  but  not  original  Circa  1790.3'  7"  wide. 

Paul  Smith 

1 0  CHURCH  STREET  L L  OL  0  W 
SHROPSHIRE  SY8  1AP  ,      0584  2666 

Eighteenth  Century  English  /-  ture 

Valuations  for  Probate  and  Insu  ce 


Huge  Chinese  Porcelain  Jardiniere 


Chien  Lung 
c.  1745. 
blue  and  white 

Underglaze  cobalt 

blue  decoration  in 
beautiful  condition. 
Five  bold  five-clawed 

dragons  among 
clouds  over  crested 

waves.  Upper  rim 
with  bats  in  boughs 

of  fruit.  Unglazed 
base,  incised. 
Impressive  size — 28" 
diameter  by  39"  high. 


7921  Norfolk  Avenue,  Bethesda  4"  it" 

Maryland 20014     (301)  652-1500  +'  \^ 

( Shop  located  thirty  minutes 

from  The  White  House)  ^NTriQLl©i\  IJ^C 

Member  Art  and  Antique  Dealers  League  of  America,  Inc. 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OH  ART 
TO  THE  LATE  QUEEN  MARY 

M.  Harris  &  Sons 


ESTABLISHED  1X68 


44/52  New  Oxford  Street  London,  WC1A 1ES 


Telephone:  01-636  2121 


Telegrams:  Artisonne  London  WC1A  1ES 


A  very  important  George  II  Bureau  Bookcase,  having  a  shaped  pediment  and  supported 
upon  cabriole  legs.  Veneered  in  finely  figured  walnut  of  rich 
warm  colour ;  the  whole  in  original  condition. 
England  circa  i  740. 

Height  7  ft.  6  ins.  Width  3  ft.  3  ins. 


(jrlaisher^  J\ash 

_     m  Limited 

Lowndes  Lodse.  Cadopan  Place.  London  SWi  ^^^^^^^ 


Lowndes  Lodge,  Cadogan  Place, 
Tel.  01-235  2285 


A  Fine  Pair  of  Early  George  III  Writing  Chairs. 

Exhibiting  at  Grosvcnor  House  Antiques  Fair. 
Stand  56. 


Gold  Splash  Bronze 

incense  burner 
Height  1 1  \  inches 


1494  SHERBROOKE  ST  W  ,  MONTREAL  25,  CANADA 
PHONE  937-6161 


310  N.  RODEO  DR. 
BEVERLY  HILLS,  CALIF. 


273-0155 
276-1839 
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SYDNEY  L  MOSS  LTD. 

ORIENTAL  ART 


EXHIBITION  OF  CHINESE  CERAMICS 
FROM  A  PRIVATE  COLLECTION 


EXHIBITION  OF  JAPANESE  ART 

BOTH  EXHIBITIONS  WILL  OPEN  5  PM  JUNE  8TH  AND 
CLOSE  5  PM  JUNE  24TH.  ALL  EXHIBITS  WILL  BE  FOR  SAL 
OPEN  DAILY10-5  MONDAY- FRIDAY 

we  are  exhibiting  at  the  Grosvenor  House  Antiques  Fair  stand  No.  57 

51  BROOK  STREET,  LONDON  W1Y 1AU.  TEL:  01-629  4670 


SIMON  KAYE  LTD 
1 1  Albemarle  St. 
London  Wi 
01-493  7658 


We  would  Welcome  The  Opportunity  Of 
Purchasing  Collections  or  Single  Pieces 


FREEMAN  &  SON  INC. 
12  East  52nd  St. 
New  York  10022 
212-759-6900 


St 

6 


MEISTER 
ZURICH 


BAHNHOFSTRASSE  33 


SPECIAL  DIVISION 
FOR  ANTIQUE 
WATCHES  AND 
CLOCKS 


MEISTER— 
ONE  MORE  REASON 
TO  COME  TO  ZURICH 

MEISTER— 
THE  PLACE  WHERE 
CONNOISSEURS  MEET 

MEISTER— WHY  NOT 
HAVE  A  TALK  AND  TAKE 
AN  EXPERT'S  ADVICE 
ON  QUALITY,  ORIGIN, 
AND  PRICE? 

PHONE:01/211.1933 


the 

Town 
House 

Antiques 


Superb  Regency  Period  work  table, 
fitted  with  backgammon  board  and 
writing  slide.  Circa  1810. 

216  King  St., 
St.  Catharines,  Ontario, 
L2R  3J9 
Canada.  Phone 
416-684-1053 
We  are  located  10  miles  from  Niagara  Falls 


Edward  Boyagian 

Member  Canadian  Antique  Dealers  Association 
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A  major  new  art  reference  from  St.  Martin's  Press 


CONTEMPORARY 

ARTISTS 


Contemporary  Artists,  the  most  exhaustive  work  in  the  field,  provides  detailed 
information  on  1,350  artists  of  international  reputation,  selected  for  inclusion  by  a 
distinguished  advisory  board. 

The  entry  for  each  artist  includes:  a  biography,  a  complete  list  of  one-man  shows; 
important  group  shows;  collections  in  which  the  artist  s  work  is  included:  a  bibliog- 
raphy; the  name  and  address  of  the  artist's  dealer;  the  artist  s  address;  and,  in  many 
cases,  a  comment  by  the  artist  on  his  or  her  own  work  As  well,  there  are  1,250 
illustrations,  and  signed  critical  essays  on  the  artists  by  more  than  100  prominent 
American  and  European  art  critics. 

As  is  usual  with  the  St.  Martin  s  reference  books,  Contemporary  Artists  has  been 
compiled  by  a  team  of  experienced,  specialist  editors  The  facts,  collated  from  many 
.sources  including  the  artists'  files,  have  been  meticulously  checked,  and  arranged 
in  a  clear  format  for  easy  reference 

The  wealth  of  information  in  Contemporary  Artists,  and  its  international  scope, 
make  the  book  unique  It  is  essential  for  all  those  who  are  seriously  interested  in 
the  dynamic  and  often  controversial  world  of  contemporary  art 

1,000  pages  9x12  June  1977  $50  00 
1,250  black  and  white  photographs. 

LC  76-54627  ISBN  0-312-16642-7  ik 


Advisory  Board 

Jean-Chnstophe  Ammann 
Szymon  Bojko 
Germano  Celant 
Jean  Clair 
Richard  Cork 
Paul  Cummings 
Melvin  Norman  Day 
Jorge  Glusberg 
Klaus  Honnes 


Pontus  Hulten 
Lucy  Lippard 
Thomas  Messer 
Ceserino  Moreno 
Barbara  Reise 
Charles  Spencer 
Harald  Szeemann 
Yoshiaki  Tono 
Gijs  van  Tuyl 
Radu  Vana 


Herbert  Bayer  Four  Warped 
Planes  in  Yellow  1972 


Please  check  as  appropriate: 

Institutions/Libraries 

□  We  wish  to  purchase  

per  copy) 

Individuals: 

□  I  wish  to  purchase. 


coe 


.copy/copies  of  Contemporary  Artists.  ($50.00 


.copy/copies  of  Contemporary  Artists  I  enclose  a 


check  for  the  full  amount,  plus  $1  50  per  book  for  postage  and  handling  New 
York  residents  add  applicable  sales  tax. 

Mail  book(s)to: 

Name  


Address 


City/State/Zip 


Purchase  Order  No  (if  applicable): 
Signed:  


.Date.. 


Please  mail  order  form  [and  check,  if  applicable)  to: 

St. /Martin's  Press 

Reference  Books,  175  Fifth  Avenue.  New  York,  New  York  10010       (212)  674-5151 
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BY  APPOINTML.VT  TO 
H.M.OUEEN  EUZAUTH.THE  QUEEN  MOTHER 
HALCYON  DAYS  LTD,  LONDON 
SLPPI  IlKMIt  DRJKTN  DART 


Halcyon  Days  have 
the  most  beautiful  antique 
and  modern  boxes  to  be 

found  in  England. . . 


Bilston 
&  Battersea 
Enamels 

an  English 
18th  century  craft 
revived  by 
Halcyon  Days. 
Hand-painted 
oval  box,  2i",  £15.50, 
from  an  extensive  collection. 


Antique  Enamels 

we  maintain  a  large  stock  of 
fine  and  rare  antique  English 
enamels  dating  from  c.  1 750 
to  c. 1830.  This  bird-shaped 
bonbonniere  was  made  in 
Bilston,  c.1770 


Original 

miniature  paintings 

mounted  under  glass 
into  the  lids  of  rose- 
wood boxes.  For  special 
boxes,  animal  miniatures 
can  be  painted 
from  photographs. 
Boxes  from  ~!>\"  diameter, 
prices  from  £75. 

Antique  snuff  boxes,  etuis,  tea  caddies, 
nutmeg-graters  ;  boxes  for  patches, 

cachous,  dragees,  thimbles,  bodkins, 
toothpicks,  trinkets,  string,  tobacco, cigars, 

an  ever-changing  selection  of  unusual 
and  interesting  boxes  for  collectors. 

HALCYON  DAYS  LTD 

14  Brook  Street,  Hanover  Square, 
London  WIY  1AA.  Tel:  01-499  5784 


MacMillan  &  Perrin  Gallery 

Specialists  in: 
The  English  Pre-Raphaelites 


1  Frederick  Sandys 
The  Infant  Samuel' 
sanguine  and  black  chalk 
1885;  27  by  20  ins. 
Provenance :  (Handley 
Read  collection). 
Exhibited  :  Royal 
Academy  1  905  No.  274. 
Royal  Academy  1972 
No.  D1  51. 

2  Including  works  by  : 
D.  G.  Rossetti 
Edward  Burne-Jones 
W.  H.  Deverell 
Simeon  Solomon 
Lord  Leighton 
Charles  Fairfax  Murray 
Edward  Poynter 

J.N  .  Paton 

Marie  Stillman 

G.  F.  Watts,  and  others. 


3003  Granville  St,  Vancouver,  BC 
CANADA  (604)  732-51 33 


STANHOPE 
SH  ELTON 
PICTURES 


i 


OLD  MASTER 
DRA  WINGS  {and 
English  watercolours) 

Write  for  current  lists  to 
Stanhope  Shelton,  Cobbolds 
Mill,  Monks  Eleigh,  Suffolk 
1P7  7JB,  England 


J%/0*  4&?  4/// 


CHINESE  ]  [  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 


by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys 

40  Great  Russell  Street,  London,  W.C.1 

(01 -580  7538) 


CONTAINER  SERVICE  WORLD-WIDE! 


Specialists  in  the  sale  of  20tt 
r>d40tt  container  loads  of 
>ques  packed  carefully 

■vard.anand  1930s 


BRITISH  ANTIQUE 
EXPORTERS  LTD 


s  Container  Depot 
New  Road 
Industrial  Esiate 
Newhaven  Su 
England  C 
sN 
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King  &Chasemore 

at  the 

Fine  Art  &  Antiques  Fair, 
OLYMPIA 


ne  1 0th  Art  Nouveau  &  Deco  -  De  Morgan  tiles  etc.  from  the 
ate  of  the  last  managing  director  of  Morris  &  Co.,  bronze  and  ivory 
jres,  Laliqueand  Galle  glass. 

•Hectors  Items  -  early  ivory  and  wood  carvings,  needlework  etc. 
glish  &  European  Porcelain  &  Glass- 1 8th  &  1 9th  Century 
-is  porcelain,  Limoges  enamel,  Dr.  Wall  Worcester,  1 8th  Century 
i  other  drinking  glasses. 


jngcase 
ck  signed 
John 
alldwell 
June  1  5 


Victorian  circular  walnut  and 
marquetry  occasional  table  - 
June  1  5th 


Pairof  1  8th  Century  Derby  Mansion  House 
dwarfs- June  10th 


June  1 3th  Silver  &  Plate  -  Paul  Storr  centrepiece,  two 
Georgian  cups  and  covers,  slip  top  silver  spoons,  fine 
Georgian  silver  and  flat  ware.  Jewellery,  Objets  d'Art. 

June14th  Paintings  &  Prints-  Peter  Monamy,  Adrian 
Van  der  Werff,  John  Wilson  Carmichael,  William  Williams, 
George  Morland.  Miniatures-  Nathaniel  Hone  etc. 
Bronzes-  French  animalier  studies. 
Books-  Camden's  Britannia  1 695,  Governor  Phillips' 
Voyage  to  Botany  Bay  1 793. 


L  SALES  START  AT  3.00  p.m. 
swing :  9th  (3-8  p.m.)  1 0th, 
th,  1 3th,  1 4th,  1  5th  (11 -8  p.m.) 
jstrated  Colour  Catalogues 

,£2.20  U.K.  post,  Air  Mail 
rope  £2.50,  U.S.A.  £3.20 from 
ig  &  Chasemore,  Pulborough, 
ssex,  England  tel :  Pulborough 
79  82)  2081. 


George  Morland,  oil  on  canvas  signed  and 
dated  1  794  20V  x  25"-  June  1  4 


Georgian  silver  by  Edward  Lowe, 
circa  1  770,  frame  1  2  ozs. 


Queen  Anne  walnut 
double  domed  bureau 
cabinet- June  1  5 


June  1 5th  Oriental  Porcelain  - 1 8th  Century  famille  rose,  K'ang  Hsi 
blue  &  white,  famille  verte,  1 8th  Century  Japanese  Imari,  and  prints. 
Eastern  Carpets  &  Rugs-  Isphahan,  Qum,  Beshir,  Hatchli  Bokhara, 
Kashan,  Tabriz. 

1 8th  &  1 9thCentury  English  &  Continental  Furniture 

4  George  III  breakfront  mahogany  bookcases,  Continental  marquetry 
commodes,  French  &  Dutch  armoires,  Queen  Anne  double  domed 
bureau  cabinet. 

Clocks-longcases  signed  John  Holmes,  Joseph  Knibb,  Daniel  Delander, 
John  Calldwell,  Joseph  Foster,  mantel,  bracket  and  carriage  clocks. 
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William  Bedford 

Sells  and  buys  Antique 
Continental  Furniture 
and  Works  of  Art 
at: 

9  Mount  Street y  Berkeley  Square,  London  Wi 


Member  of  the  Art  &  Antique  Dealers  League  of  America,  Inc. 
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»...thebest 

hfWegt Qetfnan jourhalism« 


The  Suddeutsche  Zeitung  is  a 
member  of  T  E  A  M  ,  a  group  of 
1  4  top  newspapers  in  1  0 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members,  (F.A.Z.. 
Welt  and  Suddeutsche)  - 
304.225  copies  average  Monday 
to  Saturday.  2nd  quarter  1  976. 

South  Germany.  Suddeutsche's 
home  ground,  is  the  fastest 
expanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


That's  what  "The  Times"  said  about  us 

needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SiiddeutscneZeiTung 


The  world's  newspaper  from  Munich.  A  member  of  the  T.E.A. 
(Top  European  Advertising  Media). 


group 


Friihjahrsauktionen 
1976 
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PUBLIC  AUCTION 


FINE  CHINESE  CHIPPENDALE 
PERIOD  WALL  CLOCK 


On  The  Premises 


'INLANDS' 

The  Estate  of  Ward  M.  Canaday 
4455  Brookside,  Toledo,  Ohio, 
(with  additions  from  other  Consignors). 

Fine  French  and  English  Furniture,  A  Large  Collection  of  Georgian  and  other  Fine  Silver, 
Important  Oriental  Carpets,  Antiquities,  Paintings  by  or  Attributed  to  Bronzino, 
Gainsborough,  and  Others,  Porcelains,  Art  Glass,  Etc. 

SALE 

Saturday,  June  25, 1977,  at  10:00  a.m.,  Precisely 
Sunday,  June  26, 1 977,  at  1 :00  p.m.,  Precisely 

EXHIBITION 

Friday,  June  24,  1  977,  1 1 :00  a.m.  to  5:00  p.m. 

There  will  be  an  admission  charge  of  $2.00  per  person  tor  the  exhibition,  or,  purchase  of  catalogue 
only.  (Each  catalogue  admits  two  persons.)  Illustrated  catalogue  $5.00  ($7.00  postage  paid) 
admits  two  persons.  Admission  to  auction  by  catalogue 

/talker  &  Boo/Jnc. 

280  N.  Woodward  Avenue,  Birmingham,  Michigan,  4801 1 .  (31 3)  646-4560 


Thomas  CD.  &  Qonstance 7%.  PVilliams 

Litchfield,  Connecticut  06759  •  Tel.  (201 )  567-8794 

Tea  Service  —  American  Style 


* 
* 

* 
* 

* 


Pear  Shape  Teapot — Samuel  Danforth 

Hartford,  Conn,  rirra  1795-1816 
Reference  Laughlin  Vol  1  &  II  #402 


Philadelphia  Creamer 
William  Will  circa  1764-1798 

Illustrated  Laughlin  Vol  III  #177 
Reference  Laughlin  Vol-  III  page  133 


Philadelphia  Sugar  Bowl 
m       Parks  Boyd  circa  1795-1819 

■*  Illustrated  Laughlin  Vol  I  Sl  II  #199 

•^C         Reference  Laughlin  Vol.  ill  page  1-45 

*  Appraisals  —  Member:  Art  <£  Antiques  Dealers  League  of  America,  Inc.  j 


Exhibiting:  Kent  Antiques  Shou,  August  17.  18,  19. 


* 
* 

* 
* 
* 
* 

♦ 

* 
* 

* 

* 
* 
* 
* 

* 
* 
* 
* 
* 
* 

* 
* 
* 
* 
* 
* 

* 
* 
* 


Private  Collection 
For  Sale 


i 


Portrait  of  a  Lady  by  Henri  Fantin-Latour  (i  836-1904) 
signed  and  dated :  Fantin  5  7  oil  on  canvas 
34  x  25  inches  in  the  original  frame  $16,500 


Other  important  works  by  Thomas  Gainsborough,  R.A., 

John  Croml,  Frederic  Remington,  C.  M.  Russell, 
William  Shayer  Senior,  noted  1 7th  century  Dutch  artists, 
gilded  1 6th  century  carved  wood  relief,  etc. 

D.  Hourigan 

Box  2015,  Brantford,  Ontario 
Canada 
(5i9)752-748o 
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Bronze  Deer 

Ordos,  3rd-1st  century  BC 
Height :  10.6cm. 


ESKENAZI 


Exhibition 

9  June -8  July  1977 

Ancient  Chinese  bronze  vessels,  gilt  bronzes 
and  sculptures:  two  private  collections, 
one  formerly  part  of  the  Minkenhof 
collection. 


Oriental  Art 


Foxglove  House 

(opposite  Old  Bond  Street) 
166  Piccadilly 
London  W1V9DE 

Telephone  :  01  -493  5464/5 
Cables:  Eskenazi  London  W1 


15  Via  Montenapoleone 
Milan 

Telephone:  70  00  22 


Fully  illustrated  catalogue  available 
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Phillips 


Tuesday,  June  14,  II  a.m. 


Fine  English  and  Continental  Furniture,  Works  of  Art, 

Carpets 


A  Sheraton  breakfast  table  of  satinwood  with  rosewood  crossbanding, 
1.86  X  1.25  m. 


A  Louis  XV  Kingwood  chest  surmounted 
by  a  marble  top.  76cms  wide 


A  Regency  Chiffonier  of  fiddle  back  mahogany  and 
ebonised  carved  wood  1.15  m.  wide. 


A  Regency  commode  mounted  in  gilt  bronze  and  veneered  in  burr  elm, 
1.30  m.  wide. 


NO  BUYER'S  PREMIUM  AT 
PHILLIPS 


Phillips,  7  Blenheim  Street,  New  Bond  Street,  London,  WiY  OAS. 
Telegrams:  Auctions,  London,  W.I.  Telephone:  01-609  6602. 
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Monday,  June  20,  2  p.m. 


Fine  19th  Century  English  and  Continental  Paintings 


John  Wilson  Carmichael.  A  collier  Hermanns  Koekkoek  Snr.  A  coastal 

and  fishing  boats  off  a  coastline,  scene  with  fishermen  bringing  in 

signed  and  indistinctly  dated,  their  boats  during  a  squall,  signed, 

50.5X80  cms.  37X58  cms. 


Thomas  Luny.  The  Battle  of  Thomas  Bretland.  A  chestnut  and  a  dark  bay  hunter  with  a  dog 

Trafalgar,  signed  and  dated  1831,  in  a  wooded  landscape,  signed  and  dated  1 847, 

77  X  1 30  cms.  70  X  105  cms. 


NO  BUYER'S  PREMIUM  AT 
PHILLIPS 


Phillips,  7  Blenheim  Street,  New  Bond  Street,  London,  WiY  oAS. 
Telegrams:  Auctions,  London,  W.i.  Telephone:  01-629  6602. 
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Phillips 


Monday,  June  20,  2  p.m. 


Fine  19th  Century  English  and  Continental  Paintings 


Victor  Chavet  "Connoisseurs" 
signed  and  dated  1854,  oil  on  panel, 
28  X  22  cms. 


Ferdinand  Georg  Waldniuller.  Portrait  of  a  child  in  a 
wooded  landscape,  signed  and  dated  1 827, 
oil  on  panel,  39  X  30  cms. 


arles Joseph  Grips :  "The  Cook-Maid",  Louis  Edmond  Pomey :  "The  First  Bom", 

signed  and  dated  1 860,  oil  on  panel,  signed,  oil  on  panel, 

25  X  20.5  cms.  68  X  55  cms. 


NO  BUYER'S  PREMIUM  AT 
PHILLIPS 


I'  ns,  7  Blenheim  Street,  New  Bond  Street,  London,  WlY  OAS. 
Te        tns:  Auctions,  London,  W.I.  Telephone:  01-629  6602. 
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Wednesday,  June  22,  II  a.m. 


Fine  English  and  Continental  Ceramics  and  Glass 


A  pair  of  finely  painted  early  Meissen  Tea  Bowls  and  Saucers  with  chinoiserie  figures  and 
landscapes  in  the  background,  c.  1 725  ji o. 


Friday,  June  24,  1 1  a.m. 

Fine  English  and  Foreign  Silver,  Old  Sheffield  Plate 


A  late  17th  Century  Austrian  ivory  tankard,  A  late  17th  Century  German  parcel  gilt  tankard,  applied 
the  sides  carved  with  a  Bacchanalian  revel,  the  with  pierced  reserves  of  Classical  figures  and  putti, 

gilt  mounts  bearing  the  makers  mark  makers  mark  AH.,  Halle,  Saxony. 

F.  W.,  Vienna  1696.  32.5  cms.  high.  47  ozs.  19  cm  high. 


NO  BUYER'S  PREMIUM  AT 
PHILLIPS 


Phillips,  7  Blenheim  Street,  New  Bond  Street,  London,  WiY  OAS. 
Telegrams:  Auctions,  London,  W.I.  Telephone:  01-629  6602. 


In  Braton  Street 

Algernon 
Asprey 


A  fine  George  II  red  walnut  carved  desk 
chair,  the  square  section  cabriole  legs 
carved  with  scrolling  acanthus  and  term- 
inating in  hairy  paw  feet. 
English,  Circa  1 735 

Height  at  back  .  .  36" 
Width  of  seat.  .22" 
Height  of  seat .  .  18" 
Depth  of  seat . .  18" 

Members  of  the  British  Antique  Dealers'  Association 


ALGERNON  ASPREY,  27  BRUTON  STREET,  LONDON  W1X  8HA.TELEPHONE:  01-629  2608.  CABLES:  ALGYASPREY  LDN. TELEX:  21142 


AUX  TROIS  ARCADES 


15. 


me 


1204  tfenevi 


el.  022/28  35  85 


A  chamberstick  of  simple  style,  but  made  by 
the  great  master  PAUL  DE  LAMER  IE  of  the 
\     GEORGE  II  period  and  dated  1747  / 


Specialists  in 
English  18th 

and  early 
19th  Century 


Silver, 
Furniture 
and 
Objets  d'art 


ROBERT  BACK 


U.S.  Frigate  Constitution  leafing  Boston. 
Oil  on  canvas,  size  20  x  30  ins.  Signed. 

Robert  Back  has  an  exceptional  understanding  of 
19th  century  maritime  art  and  recaptures  not  only 
the  historical  detail,  but  also  the  grand  drama  of 
the  finest  days  of  Sail.  We  consider  him  to  be 
the  most  important  art  discovery  arising  from  the 
renewed  enthusiasm  for  the  tall-ships. 

Sole  agent  for  Robert  Back 

The  Atlantic  Gallery 

1055  Thomas  Jefferson  Street,  N.w.  Washington,  D.C.20O07 

I202)  337  2299 
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DEVENISH 

&  COMPANY  INC. 
929  MADISON  AVENUE,  NEW  YORK  NY  10021 
LEHIGH  5-2888 


{Devenish  c~  Co. 
illustrated  catalogue 
available.  Price  §2, 

includes  postage 


A  Highly  Important  Regengr  Gothic 
Revival  Library  bookcase 
Measurements :  H.  pft.  2ins. 
W.  /ft.  1 1  ins.  D.  2  41ns.  {widest point') 

This  bookcase  is  taken from  a  design  by 
George  Smith  which  is  illustrated  in  his 
book  "A  Collection  of  designs for 
Household furniture"  published  in  180  8, 
plate  1 03,  and  is  most  likely from  his 
workshop. 

Also  illustrated  in  the  Revised  edition 
of MARGARET JOURDAIN'S 
"Regency  Furniture"  by  Ralph 
Fastnedge  Page  ji,  fig.  46  <&  4/. 


Most  recently  part  of  the furnishings  of 
Historic"  Stonor  Park"  residence  of 
the  Lord Camoys  D.L. 


Member:  Art  and 
Antique  Dealers  League 
of  America  Inc. 


Tuesday,  June  21  at  10.30  a.m. 

Hawaiian  and  Maori  Art  from  the  James 
Hooper  Collection 


C      logue  (54  plates,  including  8  in  colour)  £3.30  $6 
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Wednesday,  June  22  and  Thursday,  June  23 

The  Evelyn  Library 
Part  I  (A-C) 


Specimens  of  Parisian  bindings  executed  for  John  Evelyn  and  his 
father-in-law  Sir  Richard  Browne. 

Catalogue  (34  plates,  including  9  in  colour)  £5.50  $1 0  post  paid 
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Johan  Zoffanv.  R.A.:  John.  1 4th  Lord  Willoughby  de  Broke  and  his  family  in  the  Breakfast  Room  at  Compton  Verney, 

39i  in.  by  49*  in.  ( 1 00.3  cm.  by  1 25.7  cm.) 
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James  Seymour:  Full  Cry,  signed,  40  in.  by  62  in.  (101 .6  cm.  by  1 57.4  cm.). 


Catalogue  (76  illustrations,  including  3  in  colour)  £2.30$4.50  post  paid. 
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Drawings  and  Sculpture 


The  Properties  of  Mrs.  B.  Astor,  Mrs.  Nora  Prince-Littler, 
Harry  Salt/man,  Esq.  and  others. 


Mary  Cassatt:  Portrait  d'une  jeune  fille  aux  cheveux  longues.  signed,  pastel, 
executed  c.  1 875.  261  in.  by  20*  in.  (67.3  cm.  by  52  cm.). 

Catalogue  (42  illustrations,  including  35  in  colour)  £3.80$7  post  paid 

Sunday  viewing:  C  hristies  will  be  open  on  Sunday,  June  26  from  2  p.m.  to  5  p.m.  for  a  special  view  of 
Impressionist,  Modern  Paintings,  Drawings,  Sculpture  and  Contemporary  Art. 
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Wednesday,  June  29 

Important  English  Silver 

The  Properties  of  The  Lord  Mostyn  and  others. 


? 


Pair  of  Elizabeth  I  silver-gilt  flagons,  maker's  mark  I A  in 
shaped  cartouche,  1601 ,  13?  in.  (33.7  cm.)  high. 


Elizabeth  I  silver-gilt  standing  cup  and  cover, 
maker's  mark  probably  a  cup,  1561,  1 4|  in. 
(36.8  cm.)  high. 


Charles  II  charger,  maker's  mark  IN.  rosette  below. 
1669.  23  in.  (58.4  cm.)  diam. 


George  I  circular  monteith.  bv  Thomas  Sutton,  Dublin, 
1726,  I3i in.  (33.7 cm.)  diam. 


Catalogue  (38  plates,  including  3  in  colour)  £1 .80  $3 .50  post  paid 
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Tuesday,  July  5  at  10.30  a.m.  and  2.30  p.m. 

Fine  Gold  Boxes,  Objects  of  Vertu 
and  Miniatures 


Napoleon  I.  by  Jean  Baptiste 
Jacques  Augustin.  2\  in.  (5.5  cm.) 
high. 


Louis  XV  vari-coloured  gold  snuffbox 
by  Jean  Formey,  Paris,  c.  1  755.  2|  in. 
(6.9  cm.)  wide. 


A  lady,  by  Peter  Oliver.  3|  in. 
(8.7  cm.)  high. 


Faberge  grey  kalgan  jasper  elephant,  2k  in. 
(5.3  cm.)  long. 


Smoky-quartz  shell-bonbonniere,  by  Carl  Faberge. 
workmaster  Michael  Perchin.  3  in.  (7.6  cm.)  long. 


Gold-mounted  nephrite  and  red 
guilloche  enamel  frame,  by  Carl 
Faberge,  workmaster  Michael 
Perchin,  3^  in.  (9.2  cm.)  high. 
Containing  miniature  of 
Czar  Alexander  111.  by 
Alexander  Wegne 


Nephrite  and  diamond -set  enamel 
dog-rose  in  rock-crystal  vase.  4s  in. 
(10.4cm.)  high. 


Silver-mounted  green 
guilloche  enamel 
photograph  frame,  by  Carl 
Faberge.  workmaster 
Henrik  Wigstrom,  3\  in. 
(8.2  cm.)  high. 


Catalogue  (36  plates,  including  1 0  in  colour)  £1 .50  $3 .50  post  paid 
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Monday,  July  11 

Fine  Chinese  Ceramics,  Jades  and  Works  of  Art 

The  Properties  of  Mrs.  E.  M.  Wheeler,  The  Szeben-Peto  Foundation  and  others. 


Mottle  white  and  green  jade  pillow,  carved  as  a  crawling  boy,  1  7th/ 1 8th  century,  1  1  ?  in.  (29.7  cm.)  long. 

Illustrated  catalogue  available. 
AH  sales  subject  to  the  conditions  printed  in  the  catalogue. 


Christie,  Manson  &  Woods  International  Inc.,  502s  Park  Avenue,  New  York,  N.Y.  10022,  Tel :  (212)  826  2888. 
Cables:  Chriswoods,  New  York.  International  Telex:  New  York  620721 .  Domestic  Telex:  New  York  710  5812325 

8  King  Street  St.  James's,  London  SW1Y6QT 

Telegrams:  Christian  London  SW 1    Telephone:  (0 1 )  839  9060    Telex:  9 1 6429 
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w.  If 


Stephen  and  Christian  Jussel 

of  Arthurs.  Vernay,  Inc. 
take  pleasure  in  announcing 
the  change  of  name  to 


(  mmayr\ 

ESTABLISHED  1906 
124  East  55th  St.,  New  York  10022  •  PL  3-8060 

18TH  CENTURY  ENGLISH  FURNITURE 
FURNISHINGS  AND  CLOCKS 
APPRAISALS 

Member 

The  National  Antique  and  Art  Dealers  Association  of  America,  Inc. 


A  fine  set  of  four  Girandoles 
attributed  to  Thos.  Johnson. 

Circa  1760 
Height-52V*W 

Width-20" 


MEMBERS  OF  THE  BRITISH 
ANTIQUE  DEALERS'  ASSOCIATION  LTD 


HOLMES 


DEALERS  IN  ANTIQUE 
SILVER  AND  FINE  JEWELLERY 


ANTIQUE  SILVER  COFFEE  POTS 


Guide  to 
Marks  of  Origin  on 
British  and 
Irish  Silver  Plate 

Mid  lf'Couury 
tbf  Ycm  1971 

Old  Sheffield  Plate 
Makers'  Marks 

1743  -1860 


HALL-MARK 

BOOKS 
paperback  85p 
leather  bound  £2.50 


LEFT.  An  early  George  III  coffee  pot.  London  hallmark  1762.  Marked  on  base  and  lid. 

Maker  probably  William  Cripps. 
Weight  29  ozs.  1 5  dwt.  920.0  grams. 
Height  10".  25  cms. 


CENTRE.     A  fine  Paul  Storrcoffeejug.  London  hallmark  1 806.  Marked  on  base,  cover, 
stand  and  burner. 
Weight  51  ozs.  1,600.0  grams. 
Height  12".  30.5  cms. 


RIGHT.       An  oval  George  III  coffee  pot.  London  hallmark  1812.  Marked  on  base. 
Weight  29  ozs.  910.0grams. 
Height  10".  25  cms. 


HOLMES  LTD.  29  OLD  BOND  STREET,  LONDON,  W.l 

Telephone  01-493  1396 
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Claude-Michel  Clodion 
Bacchanalia  1 762 
Bronze.  Height  40 cm.  Estimate  DM.  15.000,- 

KUNSTHAUS  AM  MUSEUM 

CAROLA  VAN  HAM 

DRUSUSGASSE  1-5 
5000  KOLN 

am  Wallraf-Richartz-  M useum 
Telephone  (0221 )  238137 and 237541 

REGULAR  AUCTIONS 
MARCH    •  JUNE 
OCTOBER    •  NOVEMBER 


ALBERT  AMOR  LTD 

ENGLISH  &  CONTINENTAL  CERAMICS 
37  BURY  STREET,  ST. JAMES'S,  LONDON,  SWiY  6AU 

TELEPHONE:  01-930  2444    TELEGRAMS:  AMORIFER  LONDON 


The  unique  London  decorated  Dr.  Wall  Worcester  vase 
exhibited  in  our  recent  James  Giles  Loan  Exhibition.  Square 

marked;  height  8£  ins.  Circa  1765-70. 
The  illustrated  Exhibition  catalogue  still  available  at  ,£330 
including  postage  (inland).  S8-50  U.S.A. 


GRAND  SUMMER 

AUCTION 
14th-16thJune  1977 

All  bids  welcome 
catalogue  on  demand 


TO  CELEBRATE  T^E  SII^/ER  JUBILEE 

of  H.M.  Queen  Bizabeth  tal977j 

Shreve,  Crump  and  Low, 
with  the  approval  of  the 
Lord  Chamberlain,  St 
James  Palace,  is  proud  to 
present  the  "Royal  Coat  of 
Arms"  pendant  in  Dama- 
scene, a  blending  of 
gold,  silver,  bronze, 
and  burnished 
copper,  with  24" 
chain,  $19.50. 

Mass.  tax  5% 
Shipping,  $1.35 
Shown  actual  size. 

Shreve  charge. 
Master  Charge. 
Am.  Express. 

SHREVE, 
CRUMPS 

LOW  GO.  324  BOYLSTON  ST..  BOSTON,  MASS  02116  (617)  267-9100 
JEWELERS  SINCE  1800    AND  THE  MALL  AT  CHESTNUT  HILL 
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HENRY  FROM  DJ 


The  Master  of  Springarden 

An  important  new  artist  whose  work 

extends  from  classical  through  to 

surrealism  to  the  fantastic. 

Seeks  agents,  art  dealers,  art  galleries, 

and  collectors  in : 

U.S.A..  Central  &  South  America, 
Canada,  Australia,  Japan,  United 
Kingdom,  New  Zealand,  India,  North 
and  South  Africa,  Spain,  Sweden,  and 
France. 

Please  write  for  details  in  English  or 
German  to : 

SIR  HENRY  FROM  DJ 

P.O.  Box  321 .  D-8450  Amberg  1 . 

Fruhlingsgarten, 

West  Germany. 


r>r> 


That's  what  visitors  from  abroad  say  about  the  Pierre. 
For  the  best  of  reasons.  It's  the  one  hotel  graced  with  Old 
World  touches.  Sweeping  murals.  Elegant  decor.  Airy  suites. 

Service  that  pampers.  And  architecture  that  meets  the 
sky  where  Fifth  Avenue  joins  the  park.  The  Pierre.  It's  a  rare 
beauty.  And  the  world  never  has  enough  of  that. 
For  reservations  and  information  in  the  U.K.,  call 
London,  01-567-3444.  In  New  York  call  212-838-8000. 


FIFTH  AVENUE  &  hist  STREET  •  NEW  YORK,  N  Y  10021 

MANAGED  BY  TRUST  HOUSES  FORTE,  110 
MEMBER  PREFERRED  HOTELS  ASSOCIATION 


\y\CSCf  7TV* 

IN  THREE  DIMENSIONAL  COLOR 

Text  by 

SIR  HARRY  M.  GARNER 
&  MARGARET  MEDLEY 

Published  by  The  Asia  Society 
112  East  64th  St.,  New  York  City 

Four  volumes  include  major  art  objects  from  public 
&  private  collections  throughout  the  world. 

7258  three  dimensional  photo 
representations  in  natural  color. 

An  invaluable  reference  work  for  students,  scholars 
and  collectors;  or  gift  to  your  favorite  university 
or  museum  library. 

Complete  with  GAF  View-Master"9  deluxe 
viewing  system.  $400.00  (U.S.  funds)  pre-paid 
by  surface  transportation.  Satisfaction 
guaranteed.  10-day  return  privilege. 

THE  GRUBER  FOUNDATION 

P.O  Box  8539,  Portland,  Oregon  97207,  USA 
Also  available  at 

PARAGON  BOOK  GAEEERY,  14  E  36th  St.,  New  York  City 
MARUZEN  COMPANY,  Tokyo,  103  Japan 
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rv^n  Invitation 

...to  spend  some  time  each 
month  among  the  iciidstmost 
exquisite  treasures  qf  the 
ancient  and  modern  Wdrld! 


CONNOISSEUR 


vnrni\si\io\  mush  mofaht 


"The  most  beautiful  magazine  printed  in  the 
English  language,"  THE  CONNOISSEUR 
contains  full-colour  plates,  illustrations  and  au- 
thoritative articles  on: 
Paintings 
Prints 
Tapestries 
Antiques 
Silver 
Jewelry 
Porcelain 
Glass 
Sculpture 
Architecture 
Furniture 
Arms  &  Armour 

Plus,  definitive  news  on  the  showings,  sales 
and  events  worth  noting  in  American  and  Eu- 
ropean galleries,  museums,  auction  rooms  and 
private  collections. 

GONNOISSEUR  $5.00  a  copy. 

1  year  $48.00  (You  save  $12.00  from  the  single- 
copy  cost) . 

2  years  $85.00  (You  save  $35.00  from  the  single- 
copy  cost) . 

For  these  substantial  savings,  just  fill  in  and 
clip  out  the  Subscription  Order  Form  below 
and  mail  it  today. 

Your  first  copy  will  be  on  its  way  to  you  in  six 
to  twelve  weeks.  Watch  for  it! 


HIE  CONNOISSEUR 

P.O.  Box  10120.  Des  Moines,  Iowa  50340 
Yes!  Please  send  me  THE  C0M0ISSEUR 

□  One  year  (12  months)  for  $48.00 

(saves  me  $12.00  from  the  single-copy  cost) 

□  Two  years  (24  months)  for  $85.00 

(saves  me  $35.00  from  the  single-copy  cost) 

_   Payment  is  enclosed    □  Bill  me  


Name- 


please  print 


Address- 
City  


-State- 


-Zip- 


THE  CONNOISSEUR,  $5.00  a  copy. 


WCSF 


paShfortTfii 

Member  Canadian 
Antique  Dealers  Association 

Antiques  and  Works  of  Art 


Eleanor  of  Aquitaine  with  Falcon 

Silver  and  Ivory  Marked  on  base  of  pedestal  and  base  of  skirt 
"Sterling.  Germany."  Height  46.7  cms.  1 8  A  ins.  Circa  1 91 0. 

736  Seventeenth  Avenue  Southwest  Calgary. 
Alberta,  Canada  T2S  0B7 
Telephone  269-3560  Area  code  403 


Antique  €;urfetst)  Pergama 

tierp  rare 
tppc 

18th  Century.  Size:  4.7  x  5.10 

Two  red  medallions  with  blue 
latch-hooks  and  stars  Gold 
field  with  various  geometrical 
motifs  in  red,  blue,  ivory  and 
purple  Main  border  of  multi- 
colored rosettes  on  a  brick  red 
background  In  good  condition 

Rare  Collection 

of  Antique 
Persian,  Turkish, 
Caucasian,  Chinese 
and  French  Rugs. 
Special  Repair  &  Cleaning  Dept.  for 
Rugs,  Tapestries,  &  Needlework 

1125  Madison  Ave.,  New  York,  N.Y.  10028 

On  the  S.E.  corner  of  84th  Si.    •  {112)838-3763 
Art  &  Antique  Dealers  Leaflue  of  America.  Inc  APPRAISALS 
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FRANK  CARO 
GALLERY 


41  EAST  57th  ST..  NEW  YORK..  IS.  Y.  10022 
{212)  PL  3-21BB 


From  our  Extensive  Collection  of  fine  Silver  .  .  . 


Repousse  by  S.  Kirk  and  Son.  Complete  6-piece  sterling  tea 
service  including:  hot  water  kettle,  coffee  and  tea  pot, 
creamer  and  sugar  and  waste.  This  set  was  presented  as  a 
gift  in  1909  as  engraved  on  the  bottom  of  each  piece.  Mint 
condition. 
Not  shown: 

Other  pieces  of  Repousse  from  the  same  collection  includ- 
ing a  IVi  qt.  sterling  pitcher  made  for  Bailev  Banks  &  Biddle 
$750.00.  Footed  pitcher  bv  S.  Kirk  &  Son.  IVi  pts.  S250.00. 
IV2  pts.  decantor  by  E.  E.  Isabell  &  Co.  S350.00.  Three- 
bottle  tantalus,  wood/silver  trim.  Working  lock  &  kev. 
$395.00  Two-bottle  inkstand,  Sheffield  C.  1810.  $450.00. 
We  also  have  a  large  amount  of  Dutch  silver  and  silver 
deposit. 


Gardenside  Plaza 
Lexington,  Ky.  40504 
Telephone:  (606)  277-6027 
Open  10-6  daily 


Detailed  Editorial  Indexes 


for  The  Connoisseur  are  published 
three  times  a  year  at  £4.50  each 


From: 
The  Circulation  Dept. 
The  National  Magazine  Co.  Ltd. 
22  Armoury  Way, 
London,  SW18  iHA 
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The 
Tulip 

Tree 


CH'IEN  LUNG  (18th  CJ  TRANSLUCENT 
LIGHT  GREEN  JADE  INCENSE  BURNER 
Exceptionally  carved,  there  are  two  loose 
rings  held  by  horned  dragons  (handles), 
and  four  held  by  kylins  on  the  bell 
shaped  lid  which  is  surmounted  by  a 
reticulated  coiled  dragon.  Three  paw 
shaped  feet.  Fitted  wood  base  and 
carrying  case.  H-7-1/2"  (w/stand  10") 
W-9-3/4" 


antiques  and  objects  of  art,  emphasis  on  the  oriental 
4  railroad  street,  new  milford,  Connecticut  06776 


IMPERIAL  RUSSIAN  WORKS  OF  ART  AND  ICONS 


A  Russian  bronze  troika  group,  signed,  in  Cyrillic 
Grachev.  With  the  mark  of  the  Verfel  Foundry.  On 
an  oval  base.  lOVi  inches  long.  Late  19th-century. 

Catalogue  available  on  request. 


till  anb  jBtnv 

Snttques 

406  Linden  Avenue,  Wilmette,  Illinois  60091 

Telephone  (312)  256-6626 
Tuesday  through  Saturday,  10  a.m. -5  p.m. 


Elizabeth 


The  Ha&ngion  Tankard 

An  mponam  stver  g*  Elizabeth  I 

laniard.  LondoaiSOZ  £21.000 


Charles  II 

A  Charles  II  two  handed  cup 
andcover.l667.£6.200 


Queen  Anne 

One  of  a  sel  of  lour  Queen  Anne  cag 
candesocks  by  NaThanel  Green.  £3.800 


William  111 

An  Irish  toilet  bo*  by  Thomas  Bolton. 
Dublin  1693.  £2.600 


George  III 


George  II 


George  IV 

One  of  a  set  of  ton 
Pfeie  traysbyT&JC 
area  1830.  £2.400 


HOFF  ANTIQUES  LTD.  A 


66a  KENSINGTON  CHURCH  STREET 
LON  DON  W8  4BY.  Tel :  229-55 1 6 


FINE  18th  CENTURY 
PORCELAIN 


Grosvenor  House  Antiques  Fair 
Stand  No.  54 


MEISSEN.  Fine  sea-green  sugar 
bowl  and  cover.  The  gold  framed 
quatrefoil  panels  painted  with 
harbour  scenes  in  colour, 
perhaps  by  C.  F.  Herold.  Gilt 
branch  finial.  Crossed  swords  and 
gilt  G  marks,  also  former's  mark. 
Circa  1735-8. 
Diameter  12cm. (4f  ins.). 


jeorge  I 

George  I  beer  jug  by 
rancis  Nelme,  1725.  £3,200 


Victorian 

An  equestrian  siatueue  ol  the 
Duke  ol  Wellington  by  R.  6  S  Garrard. 
1837.  £3.600' 


Silver 
jubilee 

at  Phillip 


s 


Silver  sells  well 

^Phillips 


The  Auction  People 


Eric  J.  G.  Smith 

Silver  and  Old  Sheffield 
Plate  Specialist  at  Phillips. 
He  and  his  colleagues  ore 
always  easy  to  talk  to. 


Some  of  the  finest  silver  from  different  reigns  auctioned  at 
Phillips.  Our  silver  department  is  recognized 
internationally  for  the  importance  of  items  sold  and  high 
prices  achieved. 

Sales  of  Antique  Silver  and  Plated  Ware  are  held  every 
Friday  at  Phillips,  viewing  Wednesday  and  Thursday. 

No  buyers'  premium 

Phillips  the  Auction  People  since  1796. 7  Blenheim  St, New  Bond  St,  London, W1Y  OAS. Tel:  01-629  6602 

West  2, 10  Salem  \tt  Marylebone.ll.no  I 'I  Jollys.l  Old  KingSt.  Midlands  1  In-  ( >kl  1  Use-  North  Heppcr  House  Scotland  65  George  Si  alsoatDublin 
London  VV2  -4 hi       London  NW1  6UA      Bath.Avon  Knowle, West  Midlands     17a East  Parade. Leeds  Edinburgh  I  U'J  2  II  Genevaand 

Tel:  01 221 5303      lei:  01 723  1118         Tel: 0225  310609     Tel:  056 45 6151  lei  0532-4002!)        lei  031 225  2266  Montreal 

Members  ol  the  Society  »l  I  ineArl  Am  tionecrs 


Augill  Castle  Antiques  Ltd., 


Augill  Castle  Brough  Cumbria.Tel :  09304  412 


A  selection  of  items  for 
sale  by  appointment 
at  Augill  Castle. 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Associated 


Saltglazed  Flask  bearing  arms 
of  Amsterdam  and  Dated  1  644 
Height  8i". 

6,  7  &8  BORINGDON  VILLAS  PLYMPTON 
PLYMOUTH,  DEVON 
Plymouth  337952 


Fine  Oil  Paintings 

XVII-XIX  CENTURIES 

High  quality  items,  carefully  selected  from  provincial  galleries 
in  Europe  and  UK.  All  available  through  one  source  at  up  to 
40°„  below  London  gallery  prices. 

Free  search  service  for  specific  items,  without  obligation. 

Stock  list  and  colour  photos  by  post.  Viewing  by  appointment. 

Art  Assets,  Upper  Birtlev,  Brook.  Nr.  Godalming,  Surrey,  UK. 
Wormley  (042  879)  3303  at  any  time. 


If  you  don't  wear  it  -  spend  it 

We  pay  good  prices  for  unwanted  jewellery,  gold  and  silver. 

CARRINGTON 

130  Regent  Street,  London,  W1R  6HU.  Tel:  01-734  3727 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 
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Whitaker  Brocklebank  &  Hogarth  Ltd. 

(incorporating  F.  Whitaker  Antiques  &  Augill  Castle  Antiques  Ltd.) 

Fine  Furniture  &  Works  of  Art 


A  rare  Conversation  piece  attributed  to 
Francis  Hay  man  circa  1760 


Fine  Serpentine  Chest  of 
Drawers  circa  1775  Famille 
Verte  Plate  circa  1700 


A  rare  Ivory  &  Porcupine 
quill  Ladies'  Work  Box  circa  1810 


A  good  oak  lowboy  in 
completely  original 
condition  circa  1 730 
A  fine  Wu  Ts'ai  Vase  circa  1660 


Mr.  F.  Whitaker,  Sir  A.  Brocklebank  Bt.  &  Mr.  M.  Hogarth  are  available 
to  advise  clients  on  the  acquisition  of  works  of  art  by  appointment. 

3  Carlos  Place  (Mount  Street), 
London,W.l.  Tel:  01-409  0012 


Sotheby's 

Monday  20th  June,  1977,  at  10.30  am 


RUSSIAN  WORKS  OF  ART 

including  bronzes,  glass,  porcelain,  silver,  Faberge  and  enamels 


RUSSIAN  and  GREEK  ICONS 


Saint  Dimitri  of  Thesoloniki,  Greek  Mainland,  Ascent  of  the  Prophet  Elijah,  Novgorod,  early 

sixteenth  century,  47  by  3 1 .7  cm.  sixteenth  century,  34.3  by  27  cm. 
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Sothebyfe 

Monday  27th June,  1977,  at  8  pm 


IMPORTANT  IMPRESSIONIST 
and  MODERN  PAINTINGS 

the  property  of  Frank  Sinatra,  and  other  owners 


Camille  Pissarro,  La  Place  dc  la  Republiquc,  signed  and  dated  1X83,  46  by  56  cm. 


Wednesday  29th June,  at  1 1  am 

IMPRESSIONIST  and 
MODERN  PAINTINGS 
and  SCULPTURE 


Wednesday  29th  June,  at  2.30  pni 

IMPRESSIONIST  and 
MODERN  DRAWINGS 
and  WATERCOLOURS 


Thursday  30thjune,  at  10.30  am 

IMPORTANT 
CONTEMPORARY 
ART 
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Sotheby's 

Wednesday  6th  July,  1977,  at  1 1  am 


IMPORTANT  SEVENTEENTH, 
EIGHTEENTH  and  NINETEENTH 
CENTURY  BRITISH  PAINTINGS 


William  Hogarth,  H.R.H.  William  Augustus,  Duke  of  Cumberland,  1732, 
44-5  by  33  cm. 


George  Stubbs,  A.R.A.,  Two  Hunters  out  at  Grass,  signed  and  dated  1788,  on  panel,  89  by  134.5cm. 
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Sotheby^ 

Wednesday  13  th  July,  1977,  at  1 1  am 


IMPORTANT  OLD  MASTER  PAINTINGS 


Claude-Joseph  Vernet,  A  Southern  Seaport  at  Sunset,  signed  and  dated  1749,  1 1 1  by  160  cm. 
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Sothebyfc 

Tuesday  5thjuly,  1977,  at  10.30  am  and  2.30  pm 

FINE  CHINESE  CERAMICS 
and  WORKS  OF  ART 


An  early  jVling  blue  and  white  moon  flask,  Yung  Lo,  25.4  cm.  high.  2 1 .6  cm.  wide 
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Sotheby's 

Tuesday  5thjuly,  1977,  at  10.30  am  and  2.30  pin 


Sotheby's 

Wednesday  13th July,  1977,  at  7.30  pm 


IMPORTANT  WESTERN  MANUSCRIPTS 
and  MINIATURES 
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Roman  de  la  Rose,  the  greatest  French  medieval  romance,  one  of  the  most  profusely  illustrated  copies  known; 
101  miniatures  by  the  Bedford  Master  of  his  immediate  circle,  Paris,  c.  1405 
On  view  at  our  Brussels  Office,  32  Rue  de  l'Abbaye,  Brussels  1050,  from  Saturday  18th  to  Thursday  23rd  June  (excluding  Sunday) 
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Sotheby's 

Thursday  14th  July,  1977,  at  11  am 


MEDIEVAL,  RENAISSANCE  and 
BAROQUE  WORKS  OF  ART 


A  honcstone  portrait  relief  of  a  woman,  16th  century,  probably  An  ivory  portrait  bust  of  Mr  Francis  Sambrooke,  aged  42, 

Augsburg,  14  cm.  by  David  Le  Marchand,  dated  1704, 19cm.  high 
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Sotheby^ 

Wednesday  20th July,  1977,  at  nam 


FINE  ORIENTAL  MANUSCRIPTS  and  MINIATURES 


A  highly  important  Qur'an  copied  by  the  scribe  Yaqut  al-Musta'simi 
and  dated  68 1  A.  H./1282  A.D.  at  Baghdad, 
36  by  24.5  cm. 
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Sotheby's  Belgravia 

19  Motcomb  Street,  London  swix  8lb       Telephone:  01-235  4311       Telegrams:  Gavel,  London       Telex:  London  24454 

Tuesday  14th  June,  1977,  at  1 1  am 

FINE  VICTORIAN  PAINTINGS, 
DRAWINGS  and  WATERCOLOURS 


Walter  Dendy  Sadler,  It's  always  the  Largest  Fisli 
Thai's  Lost,  signed  and  dated  '81, 70  by  1 10  cm. 
Exhibited:  Royal  Academy,  1 881,  No.  596 


Charles  Hunt,  Paddy  and  Mike's  Draughts  Came, 
signed  and  dated  1 875,  74  by  1 25  cm. 


John  MulcasterCarrick,  Mort  d' Arthur,  signed, 
with  monogram  and  dated  1862,  1 00  by  137  cm. 


John  Callcott  Horsley,  r.a.,  A  Portrait  group  of 
Queen  Victoria  with  her  Children,  with  apian  for  'he 
proposed  bnvdingfor  the  International  Exhibition, 
indistinctly  signed,  unframed,  120  by  84  cm. 


An  ivory  fan  of  twenty  three  leaves  each  with 
paintings,  drawings  and  watercolours  by  the 
following  artists:  Henry  William  Banks  Davis,  r.a., 
Sir  David  Murray,  Joseph  Fa'rquarson,  r.a., 
Solomon  Joseph  Solomon,  r.a.,  James  Sant,  r.a., 
George  Henry  Boughton,  Sir  Frank  Dicksee, 
John  William  Waterhouse,  r.a.,  Sir  Lawrence, 
Alma-Tadema,  George  Frederick  Watts,  Sir  John 
Everett  Millais,  Bt.,  Sir  Edward  John  Poynter,  p.r.a. 

Frederick  Lord  Leighton,  p.r.a., John 
MacWhirter,  R.A.,  Sir  Hubert  Von  Herkomer,  R.A., 
Arthur  Hacker,  Briton  Riviere,  Marcus  Stone, 
Charles  Simms,  Andrew  Carrick  Gow  and  Sir 
George  Clausen,  all  signed  and  dated  1891-1897, 
each  leaf  34  by  4.5  cm. 


John  Liston  Byam  Shaw,  Truly  the  Light  is  Sweet, 
signed  and  dated  1 901,  on  panel,  40  by  29  cm. 


Miles  Birket  Foster,  R.W.S.,  Cullercoals  Cliffs, 
heightened  with  bodycolour,  signed  and  inscribed, 
26  by  39.5  cm. 


Alfred  Morgan,  The  Royal  Visit, 
signed  and  dated  '97,  39  by  50  cm 


George  Bernard  O'Neill,  Christmas  Ere,  signec 
62 by  74cm.  Exhibited:  Royal  Academy,  i88( 
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Sotheby^ 

Tuesday  2 1 st June,  1977,  at  1 1  am  and  2.30  pm 


The  Studios  of 

JESSIE  M.  KING  and  E.  A.  TAYLOR 
ILLUSTRATOR  and  DESIGNER 

at  the  CHARLES  RJENNIE  MACKINTOSH  SOCIETY 

Queens  Cross,  870  Garscube  Road,  Glasgow 


BEAUTY'  D  •TRUTH  •  TRLTrl  •  BEAUTr-THAT-Ib  -ALL" 
.TE-Kn^-AnDAU^.iB^YE-nEED-TO-RrcW 


Containing  works  from  the  Studios  of  Jessie  M.  King  and  her  designer  husband  E.  A.  Taylor  including  illustrated  books  by 
Jessie  M.  King  and  books  from  her  library,  many  inscribed.  Original  illustrations  by  the  artist.  A  collection  of  works 
by  her  friends  including  original  watercolours  by  Charles  Rennic  and  Margaret  Macdonald  Mackintosh  and  original  landscapes 

by  E.  A.  Taylor  and  a  collection  of  his  designs  for  stained  glass. 
A  hard  back  book  and  catalogue  with  illustrated  articles  by  H. Jefferson  Barnes,  c.b.e.,  m.a.,  d.f.a.  (London),  a.S.i.A., 
Joan  Hughson,  m.a.,  and  Cordelia  Oliver  is  available  at  a  special  pre-salc  price  of  £4  (250  illustrations,  27  in  colour). 

On  view  at  Sotheby's  Belgravia,  6  and  7  Motcomb  Street,  London  SWi  Tel:  01-235  43" 
8th,  9th,  10th,  13th  and  I4thjune  from  9.30  am  to  4.30  pm 

On  view  at  Queens  Cross,  Glasgow, 
1 8th,  1 9th  and  20th June,  10  am  to  7  pm 

Representative  in  Scotland :  John  Robertson,  19  Castle  Street,  Edinburgh  EH2  3  AH 
Telephone:  031-226  5438        Telegrams:  Abinitio,  Edinburgh 
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Sotheby  Parke  Bernet  Stamp  Auction  Co. 

Andrew  Levitt,  President     158  Deer  Hill  Avenue,  Danbury,  Connecticut  06810  Telephone:  (203)  743  4458 

Wednesday  1 3  th July,  1977,  and  following  two  days 
to  be  sold  and  viewed  at  980  Madison  Avenue,  New  York,  N.Y.  10021.  Telephone:  (212)  472  3433 

UNITED  STATES,  GREAT  BRITAIN  and  COMMONWEALTH 
and  GENERAL  FOREIGN  PHILATELY 

from  several  collections,  including 
THE  WORLD-WIDE  COLLECTION, 
sold  by  order  of 
THE  MARYLAND  HISTORICAL  SOCIETY 

a  portion  of  the  Peter  G.  DuPuy  United  States  Gold  Medal 
Columbia  Exposition  Collection 

On  view from  noon,  Monday  1 1  th July 


r 

1 

1  l^J 

U.S.  no.  240 


U.S.  no.  243 


U.S.  no.  244 


U.S.  no.  245 


France  no.  37 


Mexican  no.  1 1 


: 


Netherland  Indies 
no.  1 


Spain  no.  52 


i|| 

1 

ftp 

1 : 

ONE  POUND 

El  j 

us.no.PR79 


Netherlands  no.  101 


Great  Britain  no.  75 


Switzerland  no.  3 


Switzerland  no.  13 


French  Offices 
Zanzibar  no.  35 


French  Guiana  no.  14 


Canada  no.  27 


Canada  no.  16 


Illustrated  catalogue®!  by  mail,  order  by  sale  no.  401 2  with  cheque  enclosed  to  Sotheby  Parke  Bernet  Stamp  Auction  Co. in  Danbury,  Conn. 
We  are  now  accepting  consignments  for  Autumn  auctions,  comprising :  Postal  History,  United  States,  Classic  Canadian  and  General  Foreign. 
For  appraisals  (estate  or  insurance  purposes)  or  consultation  regarding  sale  of  property  through  our  auctions,  please  telephone  or  write  to : 
Sotheby  Parke  Bernet  Stamp  Auction  Co.  Inc.  in  Danbury  or  New  York 


Sotheby  Parke  Bemet  newyork 

980  Madison  Avenue,  New  York,  N.  Y.  10021     Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Thursday  i6thjune,  1977,  at  10.15am  and  2pm 

IMPORTANT  OLD  MASTER  PAINTINGS 

including  works  by  Giuseppe  Bernardino  Bison,  Carlo  Bonavia,  Jan  Ekels,  Aert  de  Gelder,  Jan  van  der  Heyden, 
Giovanni  Baptiste  Lampi,  Gasparo  Lopez,  Giovan  Gioseffo  dal  Sole,  Jan  Josef  Horemans,  John  Hoppner,  R.A., 
Peeter  Neeffs,  Jean-Baptist  Le  Prince,  Sir  Anthony  Van  Dyck,  and  other  artists 

On  view from  Friday  10  th  June 


The  Master  of  Frankfurt,  Saint  Barbara  and  Saint  Catherine,  a  pair,  both  on  panel, 
each  70  by  26  cm. 

Property  from  the  Collection  of  the  late  Mr  and  Mrs  Edwin  S.  Webster,  Boston 


Luca  Carlevai       he  Piazzetta,  Venice, 

100..,     T95  cm. 


Karel  van  Mander,  Saint  John  Preaching, 
on  panel,  76  by  101 .5  cm. 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone:  (212)  472  3400     Telegrams:  Parkgal,  New  York     Telex:  New  York  232643 

Thursday  1 6th  June,  1977,  at  10.15am  and  2pm 


Adam  Willaarts,  The  Departure  of  the  Pilgrims  from  Delft,  signed  and  dated  1620,  on  panel,  29  by  47  cm. 
Property  of  a  Private  Collector,  Connecticut 


Sotheby  Parke  Bernet  do  not  charge  a  buyers  premium  at  auction  sales  in  America 

Illustrated  catalogue  $12  by  mail,  order  by  sale  no.  400Q  with  cheque,  bank  draft  01  money  order  denominated  in  I  IS.  dollars  only  10  Department  CON 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036, 
Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  Wi  A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels, 
Buenos  Aires,  Dublin,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monte  Carlo,  Munich,  Palm  Beach, 
Paris,  Rio  de Janeiro,  San  Francisco,  Stockholm,  Toronto,  Virginia  and  Zurich 
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As  wc  announced  last  month  we  are  back  at  the  above 
address  (immediately  opposite  the  London  Silver  Vaults). 
Photographs  cannot  really  dojustice  to  our  beautiful  new 
showrooms  but  wc  hope  thev  will  at  least  indicate  part 
of  our  extensive  range  of  antique  silver,  Sheffield  Plate  and 
Objets  d' Art,  not  forgetting  a  large  selection  of  antique 
and  modem  jewellery. 


IIZABETHAN  SILVER 


S.).SHRIE60LE 


LONDON  43  MUSEUM  STREET  LONDON  WC1 A 1LYTEL  01-4052712   NEW  YORK  104  EAST  57th  STREET  NEW  YORK  10022  TEL  0101-212-75-38920 

A/lamhomf  tho  Rntivh  Ant  mi  ic  Dd^/o/x '  ^ccnna/inn  anri  tho  Matinnal  Antini  ie>  anrt  Art  /"V».a/£»/-c '  A^nnatmn  r>f  Amonrz) 


Exhibiting  at  Stand  No.  i  Grosvenor  House  Antiques  Fair  9th  —  18th  June 


The  racehorse  Smiling  Ball  by  John  Wootton,  1686- 1765.  Oil  on  canvas.  Signed  and  dated  1727. 

392"  x  49"  (100  x  124.5  cms) 
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Spink  &  Son  Ltd        King  Street,  St  James's,  London  SWi.  Telephone  01-930  7888  (24  hours).  Telex  916711. 
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Silver-gilt  centrepiece  decorated  with  masks  and  marine  ornaments,  surmounted  by  the  figure  ot  Neptune.  Height:  27  inches. 
Although  stamped  with  the  mark  of  Paul  Crespin,  it  is  probably  the  work  of  Nicholas  Sprimont. 
From  the  service  of  Frederick,  Prince  of  Wales  1 741 .  By  Gracious  Permission  of  Her  Majesty  The  Queen. 

This  issue  is  concerned  with  those  objects  in  the  Royal  Collections  which  are,  or 
have  recently  been,  the  subject  of  cataloguing  and  research.  It  would  plainly  be 
impossible  for  us  to  present  more  than  a  tithe  part  ol  this  great  collection,  made  up 
as  it  is  of  such  a  variety  of  works  of  art,  all  of  them  interesting  historically,  and 
many  of  aesthetic  importance.  The  collection  built  up  by  our  kings  and  queens 
now  has  no  rival  in  scale  and  significance;  Bourbon,  Romanov,  Hapsburg, 
Wittlesbach  and  Osmanli  have  made  way  for  new  regimes  and  their  possessions 
have  been  largely  dispersed  or  become  the  focus  of  new  national  collections. 
We  are  fortunate  that  the  stability  of  our  country  and  the  permanence  of  our 
institutions  have  prevented  a  similar  break  up. 

The  paintings,  furniture  and  other  objects  which  are  the  property  of  the  Royal 
Family  reflect  the  opportunities,  tastes  and  acquisitive  instincts  of  the  men  and 
women  who  have  occupied  the  throne  since  Tudor  times.  It  has  become  a  truism 
to  suggest  that  those  least  wise  in  statecraft  were  also  those  most  sympathetic  to  the 
arts,  the  most  discerning  and  lavish  patrons.  Charles  I,  Frederick,  Prince  of  Wales 
(for  whom  the  fantastic  centrepiece  illustrated  above  and  on  the  cover  was  made), 
and  George  iv  are  obvious  examples.  In  this  issue,  more  attention  is  paid  to 
George  m,  William  iv  and  Victoria,  about  whose  personal  tastes  and  preferences  in 
the  arts  far  less  is  known.  Indeed,  the  task  of  chronicling  the  Royal  Collections  in 
the  nineteenth  century  is  barely  begun. 

This  issue,  brought  together  with  the  help  and  encouragement  of  Geoffrey  de 
Bellaigue,  Surveyor  of  the  Queen's  Works  of  Art,  allows  us  an  insight  into  the 
hazards  and  triumphs  of  Royal  collecting,  when  the  worth  of  objects  often  has  to 
be  taken  on  trust  and  Wi    1,  in  the  present  age,  there  is  increasing  pressure  to 
exhibit  them  to  a  wider  p    lie  and  apply  to  them  the  same  rigorous  standards  of 
scholarly  investigation  col    ion  to  great  museum  collections.  We  are  very  grateful 
for  this  opportunity. 
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Kirsten  Aschengreen  Piacenti 


The  gem  collection  of  Consul  Smith  was  neither  the  largest  nor  the 
most  important  of  his  time.  But  it  became  famous  and  has  remained  so 
for  two  reasons:  a  catalogue  was  published  in  1767,  and  the 
entire  collection  was  sold  to  George  in  in  1762. 


Joseph  Smith  was  born  around  1674. 1  He  was  an 
English  merchant  and  antiquarian  who  lived  111 
Venice  from  about  1700  where  he  was  Consul  from 
1744  to  1760,  and  for  a  brief  period  was  even 
Resident.  He  died  in  Venice  in  1770.  He  was 
something  of  a  dealer  or  intermediary,  and  was 
known  to  most  of  the  English  nobility  passing 
through  Venice  on  their  Grand  Tour.  He  moved  in 
the  circle  of  avant-garde  culture  and,  himself  a 
collector,  was  in  touch  with  the  artists  of  the  town. 
His  library  was  famous,  and  he  owned  the  publish- 
ing house  of  G.  B.  Pasquali. 

Unfortunately,  towards  the  end  of  his  long  life, 
he  fell  into  financial  difficulties  and  went  bankrupt. 
The  sale  of  his  collection  of  paintings,  drawings, 
books  and  gems  to  George  in  saved  him  from  utter 
disaster  and,  moreover,  fulfilled  his  dearest  dream: 
that  of  keeping  his  collection  intact.  Whereas  most 
of  the  important  collections  of  the  eighteenth 
century  have  been  dismantled  and  consequently 
have  disappeared,  the  major  part  of  the  gems  owned 
by  the  Consul  are  still  today  in  the  Royal  Collection 
at  Windsor  Castle. 

The  idea  of  selling  his  library  was  already  afoot  in 
1755  and  attempts  to  sell  it  to  the  Prince  of  Wales, 
the  future  King  George  m,  were  carried  on  through 
James  Stuart  MacKensie,  younger  brother  of  Lord 
Bute.  The  Consul's  will  of  1761  shows  that  by  that 
date  no  decision  had  been  reached  and  the  Seven 
Years  War  caused  further  delays.  Finally,  in  the 
spring  of  1762,  an  agreement  was  reached,  and  the 
purchase  now  comprised  not  only  the  library  but 
also  the  entire  collection  of  paintings  and  gems.  In 
July  the  transaction  was  completed  and  during  the 
winter  of  1762/3  the  collection  was  transferred  to 
England. 

Consul  Smith  had  asked  Antonio  Francesco 
Gori,  the  Florentine  antiquarian,  his  friend  and 
correspondent  since  1730,  to  compile  a  catalogue  of 
the  collection,  which  was  published  finally  in 
1 767. 2  It  is  dedicated  to  George  in,  permission 
having  been  obtained  in  1 764,  that  is  after  the  sale 
had  been  agreed  upon.  But  the  catalogue  was  in 


preparation  before  1753  for  in  his  book  of  that  year 
A.  P.  Giulianelli  mentions  that  Gori,  his  learned 
master  and  advisor,  was  writing  a  catalogue  of  the 
famous  gems  of  Consul  Smith  of  Venice.3 

Gori  was  the  author  of  several  learned  books 
on  gem  engraving  and  had  written  a  catalogue  of 
the  famous  Florentine  collections,  'Museum 
Florentinium  ,  of  which  volumes  one  and  two 
(which  covered  the  gems)  appeared  in  173 1/2.  But 
more  important  still  in  our  context  was  the  cata- 
logue published  in  1750  of  the  collection  of  Anton 
Maria  Zanetti,  the  friend  and  rival  of  Smith  in 
Venice.  This  may  have  been  one  of  the  reasons  why 
Smith  wanted  a  catalogue  and  why  he  asked  Gori  to 
write  it. 

The  catalogue  spread  the  reputation  not  only  of 
Smith  and  his  collection  but  also  of  George  ill. 
In  England  the  King  was  hailed  as  a  patron  of  the 
arts,  and  much  attention  was  paid  to  the  arrival  of 
the  paintings  and  the  books.  It  is  true  that  the  gems 
form  the  least  important  part  of  the  purchase  but 
they  were  immediately  noticed  by  the  cognoscenti. 
In  1785,  less  then  twenty  years  after  the  publication 
ot  the  catalogue,  the  collection  was  described  in 
detail  by  G.  A.  Aldini,  and  it  is  one  of  the  three 
collections  that  he  treats  item  by  item.4  Although 
Gori  had  written  in  Latin,  Aldini  summarises  the 
comments  by  Gori  in  Italian,  and  sometimes  adds  a 
short  down-to-earth  remark  of  his  own. 

In  the  last  hundred  years  the  collection  at 
Windsor  has  frequently  been  the  object  of  articles5 
and  the  whole  transaction  between  Smith  and  the 
King  has  been  treated  extensively  in  a  recent  book 
on  the  Consul.6  But  so  far  the  comments  about  the 
gems  have  been  mainly  derogatory,  and  it  is  the 
purpose  of  this  article  to  throw  some  new  light  on 
this  aspect  of  the  Smith  collection. 

The  main  accusation  against  the  collection  has 
been  that  the  pieces  are  not  antique  but  copies  or 
fakes  of  the  seventeenth  and  eighteenth  centuries. 
However,  it  must  be  remembered  that  to  Gori,  and 
his  contemporaries,  the  subject  matter  was  the  all 
important  aspect.  He  takes  endless  trouble  to 
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Above  and  centre  above. 

ia.  A.  M.  Zarretti. 

Drawing  of  ib  from  the  second  volume  of 'Dactylioteca  Smithiana' 

ib.  Cameo:  agate,  white  stratum  on  black;  set  as  a  pendant, 
with  chased  gold  back,  seventeenth  century,  1 3  x  I J  cms. 

From  Consul  Smith's  collection,  and  described  by  him  as  a  'Baccha'. 


Above  and  centre  below. 
2a.  A.  M.  Zarretti. 

Drawing  of  2b  from  the  second  volume  ot 
'Dactylioteca  Smithiana'. 

2b.  Cameo:  white  on  pink  agate,  early  eighteenth  century, 
2I  x  1 4  cms.  • 
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3a.  A.  M.  Zarretti. 

Drawing  of  3b  from  the  second  volume  of 
'Dactylioteca  Smithiana'. 

3b.  Cameo:  white  on  gray  agate,  ?Cicero, 
seventeenth  century,  \\  x  3^  cms. 


identity  a  scene  or  a  portrait  quoting  frequently 
from  Classical  authors  such  as  Ovid,  Virgil,  and 
Suetonius.  Though  rarely  writing  about  the  period 
of  execution,  in  some  cases  he  does  note  that  a  gem  is 
by  a  'modern  artist',  and  he  is  not  taken  in  by  the 
appearance  of  the  'signatures'  of  famous  ancient 
engravers,  such  as  Gnaios,  Solmnos  or  Admone,  on 
some  of  the  gems.  He  firmly  calls  them  copies  by 
modern  artists  after  ancient  prototypes.  Aldini  adds 
his  own  comment  saying  that  'though  copies,  they 
were  perhaps  not  inferior  to  the  originals'.7 

The  'Dactylioteca  Smithiana'  consists  of  two 
volumes.  The  first  is  a  history  of  gem  engraving. 
Atter  three  sections  dealing  with  artists  of  Classical 
antiquity,  Gon  treats  the  gem  engravers  of  the 
fifteenth  to  eighteenth  centuries  in  a  section  divided 
into  eighteen  chapters.  The  main  emphasis  is  on 
Florentine  masters  but  there  are  chapters  dedicated 
to  other  Italian  schools  (Roman,  Lombard, 
Venetian)  as  well  as  to  those  of  France  and 
Germany.  The  last  chapter  lists  Spanish,  British, 
Danish,  Scottish,  Swedish,  and  Prussian  engravers. 

The  second  volume,  dedicated  to  the  collection 
itself,  starts  with  an  introduction  by  G.  B.  Pasquali 
which  is,  as  might  have  been  expected,  a  panegyric 
of  George  m,  Consul  Smith  and  Gon.  After  a  list  of 
the  titles  and  the  stones,  the  catalogue  entries 
tollow,  where  each  gem  is  described  and  the  subject 
matter  analysed.  Finally  there  are  one  hundred 
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plates  illustrating  the  gems.  These  have  been  drawn 
by  Anton  Maria  Zanetti  the  Younger  (with  the 
exception  of  a  few  by  P.  A.  Novelli)  and  engraved 
by  G.  B.  Brustolon.  A  volume  with  the  original 
drawings  were  sold  at  Christie's  after  the  death  of 
Smith.8 

It  is  possible  that  Gori  never  saw  the  gems 
themselves  but  only  knew  them  from  the  drawings 
or  the  engravings.  He  makes  a  few  omissions  that 
cannot  be  explained  in  any  other  way.  For  instance, 
he  never  mentions  that  plates  vm  and  ix  are  really 
only  the  recto  and  verso  of  the  same  stone  (in  other 
words  the  total  of  gems  was  ninety-nine  and  not 
one  hundred).  He  identifies  the  stone  of  plate  no. 
xcvm  as  an  emerald,  a  mistake  he  certainly  would 
not  have  made  had  he  seen  the  pale  blue  opaque 
stone.  Moreover,  he  never  writes  that  the  intaglios 
are  reproduced  in  reverse,  that  is  to  say  from  casts,  a 
fact  that  is  brought  out  clearly  by  the  inscriptions  on 
the  gems. 

Sixty-five  out  of  the  original  ninety-nine  gems 
are  still  in  the  collection  at  Windsor.  The  identifi- 
cation has  not  always  been  easy.  The  engravings, 
though  faithful  to  the  original  in  detail,  often  give  a 
very  different  general  impression.  The  gems  have 
been  made  to  conform  to  a  standard  size  and  have 
been  placed  comfortably  within  an  oval  frame 
irrespective  of  the  true  contours  of  the  original. 
Were  it  not  for  the  tiny  drawing  below  giving  the 
outline  of  the  gem  and  its  real  size,  the  identification 
would  often  have  been  quite  impossible,  as  for 
instance  in  the  case  of  the  profile  head,  no.  102,  a 
tiny  cameo  where  the  head  fills  the  entire  field  but 
which  has  been  reproduced  showing  an  ample 
margin  all  round  (plate  xvi). 

Stylistically,  too,  all  the  pieces  have  been  treated 
uniformly,  and  one  would  never  have  guessed  from 
the  catalogue  the  variety  of  styles  of  the  individual 
gems.  In  some  cases  the  quality  has  been  'improved' 
(cameo  no.  245,  plate  xn) ;  in  some  the  engraving 
does  not  do  justice  to  the  original  (as  with  the  lovely 
cameo  no.  76  reproduced  on  plate  lxxxv). 

Except  for  one  or  possibly  two  antiques,  the 
cameos  are  mainly  of  the  sixteenth  century.  Some 
might  be  seventeenth,  and  the  small  group  of 
exquisite  intaglios  must  be  by  contemporaries  of 
Gori  and  Smith.  The  famous  Smith  antique  is  the 
fragment  of  the  head  of  Jupiter  (no.  215,  plate 

The  six  cameos  which  represent  various  scenes 
are  undoubtedly  of  the  sixteenth  century.  Three  are 
of  high  quality  (nos.  244,  248,  253).  Aldini  also 
praises  the  scene  with  a  tnton  pulling  Eros  across  the 
waters  (no.  247;  he  calls  it  'lavoro  moderno,  ma  di 
mano  eccellente') .  When  it  comes  to  the  emperor  in 
his  chariot  (no.  245)  he  is  rather  unenthusiastic,  and 
about  no.  219  he  is  even  scathing:  'one  can  see  that 
the  artist  has  tried  but  he  has  not  succeeded'  ('Vi  si 
vede  lo  sforzo  del  artefice,  ma  non  affatto  la  buona 


Top. 

a.  Cameo,  Emperor  Titus,  lapis  lazzuli,  seventeenth  century. 
In  enamelled  gold  mount  inscribed  on  back  'titus  Augustus 
wespasianus  iudaea  capta  ,  within  wreath,  33X3  cms. 
Centre  left. 

B.  Cameo:  fine  oriental  onyx  of  three  strata,  clear  white, 
opaque  white  and  brown.  Fragment  of  head  of  Zeus. 
Centre  right. 

c.  Intaglio:  cornelian,  Medusa.  A  modern  copy  of  the  Strozzi 
Medusa,  signed  in  Greek  letters  'solmnos',  3^  x  2|  cms. 
Bottom  left. 

D.  Cameo:  agate,  white  on  gray,  Cincinnatus.  Full  length 
figure  driving  his  plough  to  right  following  the  sower, 
early  eighteenth  century,  z\  x  i|cms. 

Bottom  right. 

E.  Cameo,  onyx  of  three  strata,  depicting  a  man  driving 
a  biga.  Possibly  late  Roman,  or  an  imitation  by  Odelli. 
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4a.  A.  M.  Zarretti. 

Drawing  of  4b  from  the  second  volume  of 
'Dactylioteca  Smithiana". 

4b.  Intaglio:  cornelian.  Antinoos.  Inscribed  'Aminoos  Hew' 
in  Greek  lettering,  eighteenth  century.  4x3  cms. 


5a.  A.  M.  Z  3RETTI. 

Drawing  ot      'rom  the  second  volume  of 
'Dactylioteca  -lthiana". 

sb.  Cameo:  wh  n  gray  agate,  possibly  a  portrait, 
seventeenth  centi       -  \  x  24  cms. 


riuscita").  It  is  indeed  a  rather  unhappy  in- 
terpretation of  an  antique  gem:  the  chariot  has 
disappeared  and  the  driver  seems  to  be  sitting  on  the 
tail  of  the  horse. 

Some  cameos  with  scenes  and  all  those  with 
single  figures  are  no  longer  extant  but  our  know- 
ledge of  them  from  Gori's  catalogue  confirms  that 
the  collection  was  always  curiously  lacking  in  gems 
of  this  kind.  In  Imperial  heads,  however,  it  abounds, 
the  large  majority  being  probably  Italian  of 
sixteenth-century  date.  Gori  uses  other  gems  and. 
to  a  lesser  extent,  coins  for  his  identification.  Aldini 
mentions  Classical  busts  in  marble  and  "medaglie"  as 
comparative  material.  The  head  of  Hadrian,  how- 
ever, he  asserts  can  easily  be  recognised  by  anyone 
who  knows  anything  about  antiquity  ("facilmente 
si  riconoscono  da  chiunque  ha  alcun  poco  di  pratica 
delfantichita'). 

When  it  comes  to  the  female  heads  the  situation  is 
different.  Even  the  'Cleopatras'  cannot  be  identified 
with  certainty,  for  although  accompanied  by  a 
snake  they  mostly  also  have  vine  leaves  in  their  hair 
and  so  might  pass  as  Bacchante  (cf.nos.  269.  plate  xvn; 
95.  plate  lx).  No.  53  is  definitely  a  Lucrezia  but  her 
head  dress  is  sixteenth  century.  She  belongs  to  a 
stereotype  group  of  female  busts,  like  no.  148  and  a 
great  many  others  now  in  major  collections.  At  least 
three  heads  go  back  to  Roman  coins:  no.  121  which 
represents  Antonia.  the  daughter  of  Mark 
Anthony:  no.  157  representing  Faustina,  wife  of 
Mark  Aurelius  (or  Giulia  Augusta  according  to 
Gori  and  Aldim)  and  no.  119,  Sabina  Augusta,  wife 
ot  Hadrian.  It  may  be  indicative  of  the  provenance 
the  cameos  that  all  three  heads  also  appear  among 
the  sixteenth-century  copies  after  Roman  coins 
executed  by  Giovanni  dal  C  a  vino  of  Padua 
(1 500-1 570). 10 

The  main  group  of  female  heads  is  simply  of 
beautiful  females,  probably  the  contemporaries  of 
the  engravers,  as  suggested  by  Gori  and  Aldini. 
They  go  back  to  traditional  types.  Some  have  vine 
leaves  in  their  hair,  or  other  vague  attributes,  but 
primarily  they  belong  to  the  series  of  sixteenth- 
century  women  portrayed  in  medals  by  North 
Italian  artists.  The  'Cleopatra'  of  plate  lxxxviii  for 
instance  recalls  Barbara  Borromeo.  the  wife  of 
Camillo  Gonzaga. 1 1  Common  to  all  is  the  grace  of 
representation  and  the  exceptionally  high  quality  ot 
the  workmanship,  which  again  was  recognised  by 
both  Gori  and  Aldini. 

The  gems  of  the  last  two  plates,  nos.  18  and  19, 
are  the  only  ones  that  Gori  attributed  to  an  artist: 
Giovanni  Bernardi  di  Castel  Bolognese.  one  ot  the 
most  famous  gem  engravers  of  the  sixteenth  cen- 
tury. In  this  case  also  the  sitters  have  been  identified, 
without  admitting  any  possibility  of  doubt,  as 
Giovanni  Baglioni  and  Margherita  Farnese.  the 
daughter  of  Charles  v.  There  is  no  obvious  justifi- 
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cation  for  either  identification.  The  author  must 
remain  anonymous,  and  no  identification  of  the 
sitters  can  at  present  be  accepted  with  certainty. 
There  is  a  similar  male  portrait  in  the  Museo  degli 
Argenti  but  this  too  is  unidentified.  Eichler  and 
Kris1-  have  affirmed  that  no.  10  could  not  be 
Margherita  Farnese,  an  opinion  repeated  by  Kris  in 
his  book  on  Steinschneidekunst. 1 1  Instead  it  be- 
longs to  a  type  of  female  portraiture  that  was 
extremely  popular  and  is  found  represented  in  all 
major  collection,  with  different  identifications. 

There  are  ten  intaglios  in  the  collection  of  which, 
as  mentioned,  two  are  really  recto  and  verso  of  the 
same  gem.  All  are  copies  of  famous  antique  pieces 
and  on  three  the  signature  of  the  original  engraver 
has  been  included:  Admone,  Gnaios,  and  Solmnos. 
Mariette,  in  his  treatise  on  gem  engravers,  mentions 
that  Carlo  Costanzi  made  wonderful  copies  of 
antique  gems,  for  instance  of  Antinuos  and  of  the 
Medusa  by  Solmnos.14  And  in  the  Cades  collection 
of  casts  in  the  German  Archaeological  Institute  in 
Rome  there  is  a  cast  of  a  Medusa  after  the  Solmnos 
gem  once  in  the  Strozzi  collection  and  now  in  the 
British  Museum  which  is  listed  as  being  by  Carlo 
Costanzi.15  It  is  smaller  that  the  Windsor  gem  but 
otherwise  very  like  it.  All  the  intaglios  of  the  Smith 
collection  seem  to  have  been  executed  by  the  same 
hand  and  an  attribution  to  this  Roman  engraver  of 
the  first  half  of  the  eighteenth  century  seems 
entirely  possible. 

All  the  gems  are  mounted,  and  the  problem  is 
whether  this  happened  before  or  after  the  transfer  to 
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England.  Gori  never  mentions  the  mounts  but  then 
he  may  not,  as  already  stated,  have  seen  the  pieces 
and  anyway  his  interest  was  solely  with  the  carved 
stone.  In  some  cases  the  mounts  must  have  been 
present  before  the  sale,  for  instance  the  portrait  of 
Vespasianus  in  lapis  lazzuli  which  has  a  gold  plaque 
at  the  back  inscribed  'titus  Augustus  wespasianus 
judae  capta'  and  surrounded  by  a  palm  leaf  and  a 
laurel  branch.  The  plaque  and  mount  are  probably 
contemporary  with  the  cameo,  both  dating  from 
c.  1600.  Two  tiny  gems  have  a  frame  with  table  cut 
stones,  probably  of  the  seventeenth  century. 
Together  with  a  third  gem,  mounted  differently, 
they  were  all  added  later  to  a  Renaissance  jewel  still 
111  the  Royal  Collection  at  Windsor. 

A  few  gems  are  backed  in  gold  and  incised  with  a 
simple  sun  burst  design  or  else  with  rocailles  and  a 
fretwork  of  arabesques.  But  the  largest  group  has  an 
a  jour  setting  with  either  a  fillet  in  gold  or  a  band  that 
at  the  back  turns  into  a  quatrefoil.  In  the  simplicity 
of  their  design  they  are  handsome  mounts  that 
might  be  English. 

Thirty-five  gems  illustrated  by  Gori  have  not 
been  traced.  Perhaps  they  were  put  to  other  pur- 
poses -  applied  to  vases  or  snuffboxes  for  instance. 
But  more  likely  they  were  distributed  as  gifts.  Gems 
were  handy  presents  and  in  this  case  there  was 
probably  no  particular  reverence  attached  to  them. 

Apart  from  the  Smith  collection  little  is  known 
of  George  ill's  purchases  in  this  field.  It  was  his  son, 
George  iv,  who  acquired  the  major  part  of  what  is 
now  the  Royal  Collection  of  gems  at  Windsor. 


7.  Aldini,  op.  cit.,  p.  181  (about  gem  no.  107,  pi.  xxi). 

8.  Frances  Vivian,  op.  cit.,  p.  161. 

9.  No.  78  in  the  catalogue  of  George  in  (op.  cit.). 

10.  Cf.  G.  F.  Hill  and  G.  Pollard,  'Renaissance  Medals  of 
the  Kress  Collection',  London  1967,  pis.  402,  407,  404. 

1 1 .  Cf.  Kress  catalogue,  op.  cit.,  pi.  447.  See  also  nos.  432,  438 
(Ippolita  di  Ferdinando  Gonzaga),  456-458  (Anna 
Maurella  Oldofredi  D'Iseo);  485  (Vittoria  Colonna). 

12.  Fritz  Eichler  and  Ernst  Kris,  'Die  Kameen  in 
Kunsthistonschen  Museum',  Vienna  1927,  no.  277. 

13.  E.  Kris.  'Die  Steinschneidekunst  der  Italienische 
Renaissance',  Vienna  1929,  p.  60  (text  vol.) ;  p.  94, 
fig.  392  (plate  vol.). 

14.  [.  P.  Mariette.  'Traite  des  pierres  gravees',  Paris,  1750. 
see  Giulianelli,  op.  cit.,  p.  62. 

15.  bm  cat.  no.  1829.  For  Carlo  Costanzi,  see  Kirsten 
Aschengreen  Piacenti,  'The  Neo-classical  Cameo", 
in  Antichita  Viva,  v,  1972,  pp.  63—70. 
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An  opportunity  to  see  a  great  series  of  Victorian  royal  group  portraits  is  provided  by  the  exhibition 
at  the  Royal  Academy, '  This  Brilliant  Year',  until  10  July.  Normally  hung  in  the  corridors  and 
state  rooms  of  Buckingham  Palace  and  Windsor  Castle,  most  of  these  large  ceremonial  paintings 
have  not  been  seen  in  public  since  the  1890s,  and  some  not  at  all.  In  the  princely  setting  of  the  private 
rooms  at  the  Academy,  they  dominate  an  exhibition  devoted  to  Victoria's  1887  Golden  Jubilee, 
the  predecessor  of  later  such  celebrations,  including  this  year's  Silver  Jubilee. 


Queen  Victoria  was  more  painted  than 
any  monarch  before  or  since.  When  popu- 
lar prints  and  photographs  are  added,  the  range 
of  imagery  becomes  almost  inexhaustible.  Unlike 
her  predecessors,  who  were  usually  portrayed  on 
relatively  rare  occasions,  and  then  rather  for- 
mally. Queen  Victoria  was  recorded  constantly 
in  every  form  of  medium.  From  the  moment  of 
her  accession,  important  state  and  family  oc- 
casions became  the  subject  of  pictures  and  prints. 
There  are  no  less  than  three  major  coronation 
groups,  and,  as  the  reign  proceeded,  artists  lost  no 
opportunity  of  capitalising  on  the  public's  insati- 
able appetite  for  royal  pictures.  The  mood  of 
idealism  and  high-mindedness  characteristic  of 
early  Victorian  art  was  conducive  to  the  pro- 
duction of  grand  ceremonial  works,  where  the 
lessons  of  history  painting  could  be  combined 
with  the  perennial  interest  in  likenesses  of  the 
famous.  Queen  Victoria  and  Prince  Albert  were 
considerable  patrons  of  contemporary  art,  and 
they  actively  encouraged  the  industry  in  repre- 
sentations of  royal  events. 

The  rkhesse  of  Victorian  royal  groups  contrasts 
with  the  relative  absence  of  them  among  her 
immediate  predecessors.  George  m,  it  is  true, 
continued  the  tradition  of  the  conversation-piece 
pioneered  by  his  father,  Frederick,  Prince  of 
Wales,  and  commissioned  some  of  the  loveliest  of 
informal  royal  pictures,  including  a  notable  series 
by  Zoffany.  But  these  were  essentially  family 
pictures  for  private  consumption,  not  works 
celebrating  the  achievement  of  the  monarch.  In 
view  of  George  ill's  sympathy  with  the  history 
paintings  of  Benjamin  West,  it  is  surprising  that 
this  artist  did  not  offer  to  paint  his  royal  master 
in  some  similar  heroic  group.  One  of  the  few 
large-scale  groups  commissioned  by  George  m 
is  by  Sir  William  Beechey  (Royal  Collection), 
and  significantly  it  depicts  him  at  a  military 
review. 

Both  Henry  Singleton  and  Wilhar:  I  lamilton 
painted  sketches  of  the  marriage  <  George, 
Prince  of  Wales,  later  George  iv,  to  ncess 
Caroline  of  Brunswick,  which  took  place  in  1 
Joseph  Farrington  records  that  Hamilton 
been  commissioned  to  paint  an  enormous  picture 
of  the  wedding  by  Tomkins  the  engraver  for  a  fee 


of  four  hundred  pounds.  It  is  perhaps  as  well  that 
he  never  completed  his  task,  for  the  marriage 
collapsed  in  little  more  than  a  year.  Hamilton's 
sketch  (No.  i)  shows  the  ceremony  taking  place 
in  the  Chapel  Royal,  St.  James's  Palace,  with  the 
bride  and  groom  facing  the  Archbishop  of 
Canterbury  in  the  foreground,  and  a  large  crowd 
of  spectators  grouped  in  a  semi-circle  behind. 

George  iv,  like  his  father,  was  a  liberal  patron 
of  contemporary  art,  and  a  more  discerning  one. 
Though  he  sat  to  Sir  Thomas  Lawrence  for 
several  full-length  state  portraits,  he  evidently  felt 
little  inclination  to  commission  monumental 
groups  111  emulation  of  Napoleon.  His  method  of 
commemorating  victory  was  to  commission 
from  Lawrence  a  series  of  individual  full-lengths 
of  the  allied  sovereigns  and  commanders,  now  in 
the  Waterloo  Chamber  at  Windsor  Castle,  rather 
than  attempting  any  form  of  group  portrayal. 
Curiously  enough  there  is  no  large  scale  picture 
of  his  coronation,  a  particularly  lavish  and  spec- 
tacular affair;  the  painting  of  the  banquet  by 
George  Jones  (Royal  Collection)  is  a  generalised 
scene,  rather  than  a  group  portrait.  George 
Hayter,  Queen  Victoria's  favourite,  would  cer- 
tainly have  relished  such  a  commission,  but  he 
had  blotted  his  copybook  in  George  iv's  eyes  by 
painting  the  trial  of  Queen  Caroline  in  the  House 
of  Lords,  1820  (National  Portrait  Gallery)  -  the 
washing  of  royal  dirty  linen  in  public. 

The  only  considerable  group  in  which  George 
iv  figures  after  his  accession  is  the  painting  by 
David  Wilkie  of  his  entrance  into  Holyrood- 
house  in  1822  (Royal  Collection).  This  picture, 
much  ruined  by  bitumen,  treats  the  event  in 
terms  of  action  and  picturesque  incident.  Apart 
from  the  figure  of  George  iv,  isolated  in  the 
centre,  it  is  difficult  to  make  out  the  other 
individual  figures. 

No-one  considered  the  coronation  of  William 
iv  worthy  of  record.  Without  the  prospect  of  a 
Royal  commission,  and  a  lucrative  deal  with 
engraving  rights,  no  artist  was  going  to  risk  his 
neck.  The  accession  of  Queen  Victoria  in  1837 
was  a  different  matter.  Sir  David  Wilkie,  the 
Queen's  painter  in  ordinary,  got  off  to  a  quick 
start  by  painting  the  Queen's  first  Privy  Council 
meeting,  held  at  Kensington  Palace  on  the  morn- 


ing of  her  accession  (Royal  Collection).  Wilkie, 
who  had  been  a  favourite  of  George  iv  and 
William  iv,  belonged  to  an  earlier  age,  and  Queen 
Victoria  hated  his  pictures  of  her.  Commenting 
on  the  group  in  1 847  she  called  it  'one  of  the  worst 
pictures  I  have  ever  seen,  both  as  to  painting  and 
likenesses'.  She  turned  from  Wilkie  to  her  new 
favourites  Sir  George  Hayter,  C.  R.  Leslie  and  Sir 
Edwin  Landseer.  Hayter  had  already  painted 
Victoria  as  a  princess,  and  soon  after  the  accession 
he  was  appointed  her  history  painter.  Within  the 
space  of  a  year  he  had  completed  three  separate 
state  portraits,  and  was  well  prepared  for  the 
opportunity  offered  by  the  coronation  itself.  He 
had  no  difficulty  in  selling  the  engraving  rights  so 
great  was  popular  interest  in  the  event.  His 
picture  of  the  coronation  (No.  2)  is  one  of  the  first 
royal  groups  that  combines  a  meticulous  record 
of  the  individuals  present  on  the  occasion  with  the 
ennobling  characteristics  of  high  art.  The  touch- 
ingly  youthful  figure  of  Queen  Victoria,  raised 
on  the  coronation  throne  in  the  centre,  is  the  focus 
of  a  monumental  composition.  She  hasjust  been 
crowned,  and  we,  like  the  spectators,  are  invited 
to  acclaim  her  with  shouts  of  'God  save  the 
Queen'.  Shafts  of  light  stream  down  from  above 
as  if  bestowing  a  heavenly  blessing.  It  is  a  moment 
of  deep  emotion,  heightened  by  the  spiritual 
overtones  of  the  ceremony.  To  the  left  of  the 
throne  Lord  Melbourne  is  visible,  holding  the 
sword  of  state,  and  further  to  the  left,  doffing 
their  coronets,  are  the  Duke  of  Wellington,  the 
Duke  of  Devonshire  and  the  Duke  of  Sutherland. 
Facing  the  Queen  is  William  Howley,  the  Arch- 
bishop of  Canterbury,  and  sitting  on  benches 
behind  are  the  Duchess  of  Kent  and  other  royal 
ladies. 

Queen  Victoria  records  in  her  diary  that 
Melbourne  thought  C.  R.  Leslie  a  vastly  superior 
artist  to  Hayter.  Leslie's  coronation  picture  is 
certainly  more  engaging  and  less  formal  (No.  3). 
It  hangs  in  the  opening  room  of  the  Royal 
Academy  exhibition  as  a  pendent  to  the  christen- 
ing group.  Bareheaded  and  weighed  down  by  the 
heavy  dalmatic  robe,  Victoria  kneels  to  receive 
the  sacrament  from  Howley.  Her  attitude  of 
reverence  and  simplicity  contrasts  with  the 
fashionable  gowns  and  wordly  expressions  of  her 
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[.  William  Hamilton. 

The  Marriage  of  George,  Prince  of  Wales, 

1795,  16x21  inches.  Royal  Collection. 

2.  H.  T.  Ryall,    .er  Sir  George  Hay tcr. 
The  Coronation  oj  her  Most  Gracious  Majesty 
Queen  I  '»<r/or/<3, 1838,  25  x  363  inches, 
line  engraving,  after  the  picture  in  the 
Royal  Collection.  National  Portrait  Gallery. 


ladies-in-waiting,  prominently  to  the  right.  As  in 
Hayter's  picture  the  shafts  of  light  serve  not  only 
to  direct  attention  to  the  Queen,  but  underscore 
the  atmosphere  of  solemnity  and  dedication.  The 
scene  has  all  the  animation  and  sparkle  of  a  Leslie 
subject  picture,  but  it  is  the  attitude  of  Queen 
Victoria  herself  that  is  so  effective. 

The  Queen's  admiration  for  Hayter,  an  artist 
she  had  once  called  'out  and  out  the  best  portrait 


painter  in  my  opinion',  gradually  waned,  but  he 
was  chosen  to  paint  the  marriage  picture  in  1 S40. 
As  in  the  coronation  group,  the  figures  are 
framed  by  an  imposing  architectural  structure, 
but  the  composition  is  crowded  and  awkwJrd. 
and  the  attitude  and  expression  of  the  central 
participants  is  not  a  happy  one.  Two  years  later 
Hayter  painted  the  christening  of  the  Prince  of 
Wales,  his  last  important  royal  picture.  The  fact 
that  this  last  work  did  not  enter  the  Royal 
Collection  until  after  the  artist's  death  suggests 
that  either  it  was  not  commissioned  or  not 
accepted  by  the  Queen  and  Prince  Albert. 
Meanwhile  Hayter's  rival.  C.  R.  Leslie,  had 
stepped  in  with  a  picture  of  the  Princess  Royal's 
christening  on  10  February  1 841.  The  advent  of 
royal  children  provided  the  occasion  for  further 
large-scale  groups.  The  scene  in  Leslie's  painting 
is  the  throne  room  at  Buckingham  Palace,  and  the 
figures  are  grouped  around  a  table  in  the  centre 
bearing  a  small  silver  font.  Candles  blaze  in 
chandeliers,  and  are  reflected  in  great  pier  glasses, 
giving  the  scene  a  warm  and  vivacious  appear- 
ance. The  figures  are  quite  well-painted  and 
characterised,  but  the  group  as  a  whole  has  an 
artificial  and  unconvincing  .nr.  Leslie  simply 
lacked  the  powers  to  compose  on  a  large  scale. 

If  the  first  two  or  three  years  of  Victoria's  reign 
are  dominated  by  official  ceremonies,  the  1840s 
belong  to  her  family.  Though  scarcely  maternal. 
Victoria  was  intensely  proud  of  her  children,  and 
she  and  Albert  were  doting  parents.  They  came  to 
exemplify  the  middle-class  virtues  of  marital 
harmony  and  domestic  happiness,  bringing  the 
monarchy  close  to  the  lives  of  ordinary  people. 
The  now  favourite  artists  of  the  Royal  couple, 
Sir  Edwin  Landseer  and  Franz  Winterhalter, 
provided  the  visual  imagery  for  this  world  of 
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3.  C.  R.  Leslie.  Queen  Victoria  receiving 
the  Sacrament  at  her  Coronation,  1838, 
3*4  *  73s  inches.  Royal  Collection. 


4.  Sir  Edwin  Landseer. 

Windsor  Castle  in  Modern  Times,  1842, 

442  x  562  inches.  Royal  Collection. 


5.  Sir  Anthony  Van  Dyck. 
Charles  i  and  Henrietta  Maria  with  their 
eldest  children,  Prince  Charles  (later  Charles  ti) 
and  Princess  Mary ,  c.  1632,  146  x  108  inches. 
Royal  Collection. 


children  and  home.  There  are  many  touching 
pictures  of  them  with  their  offspring,  often  babe 
in  arms,  but  two  works  of  a  grander  kind  claim 
our  attention. 

The  first  of  these  is  Landseer's  Windsor  Castle  in 
Modern  Times  of  1842,  which  Victoria  called  'a 
very  beautiful  picture,  and  altogethei  cry  cheer- 
ful and  pleasing'.  Prince  Albert  has  just  returned 
from  a  day's  hunting  to  be  greeted  by  hi-  e  and 
two  year  old  daughter,  Vicky,  who  is  surrounded 
by  dogs  and  dead  game.  Outside  in  the  garden  the 
Duchess  of  Kent  can  be  seen  wheeling  the  pram 


of  the  Prince  of  Wales  with  a  nursemaid.  The 
radiant  sunlit  scene  evokes  a  romantic  vision  of 
domestic  bliss.  Albert  looks  less  like  a  sportsman 
than  the  hero  of  some  contemporary  opera,  and 
the  dead  game  includes  ptarmigan  which  cannot 
be  shot  within  four  hundred  miles  ot  Windsor. 

Winterhalter's  painting  of  The  Royal  Family, 
1 8j6  (colour  b)  is  a  more  formal  essay  couched  in 
the  traditional  language  of  state  portraiture.  One 
is  reminded  of  Van  Dyck's  great  picture  of 
Charles  1  and  Henrietta  Maria  and  their  two  eldest 
children,  where  the  king  is  represented  as  the 
father  iff  his  family,  and  by  analogy  the  tather  ot 
his  people  (No.  5).  Winterhalter's  composition  is 
stilted  by  comparison,  especially  the  figures  of 
Victoria  and  Albert,  which  have  a  hard,  cut-out 
quality.  The  painting  of  the  foreground  group  ot 
children  on  the  right  reveals  the  elegance  and 
panache  of  Winterhalter's  style  at  its  most  dazzl- 


ing, while  the  tottering  figure  on  the  left  has  an 
immediate  human  appeal.  One  is  reminded  of 
Van  Dyck  again,  this  time  his  picture  of  the  five 
children  of  Charles  1  (Royal  Collection),  whe^e 
Princess  Elizabeth  holds  the  gurgling  figure  of  the 
baby  Princess  Mary.  Winterhalter's  picture  has  an 
exuberant  quality  of  life  and  colour,  and  it 
dominates  the  long  wall  of  the  Reynolds'  Room 
at  the  Royal  Academy,  which  is  hung  with 
groups,  and  which,  visually,  is  the  most  exciting 
part  of  the  exhibition. 

Winterhalter  is  represented  in  the  Royal 
Collection  by  more  than  a  hundred  works,  many 
ot  them  delightfully  small  and  informal  sketches. 
Among  his  large  works  is  the  strangely  allegorical 
First  of  May ,  1851  (No.  6).  Painted  to  celebrate  the 
first  birthday  of  Prince  Arthur,  it  shows  him  in 
the  arms  of  his  mother,  with  Prince  Albert  be- 
hind, being  presented  with  a  casket  by  his  god- 
father and  namesake,  the  Duke  of  Wellington. 
The  imagery  of  the  scene  is  that  of  an  adoration 
scene,  while  the  presence  of  the  Crystal  Palace  in 
the  background  serves  to  remind  us  of  Prince 
Albert's  contribution  to  modern  progress.  In  her 
diary  for  May  1851,  Victoria  records  that  'dear 
Albert  with  his  wonderful  knowledge  and  taste' 
had  given  the  artist  'the  idea  which  is  now  to  be 
carried  out'. 

Contrasting  with  the  family  groups  are  pic- 
tures of  Victoria  and  Albert  on  state  or  cere- 
monial occasions.  Winterhalter  painted  two  large 
pictures  of  royal  receptions  to  commemorate  the 
Queen's  trip  to  France  in  1843,  and  the  return  visit 
of  Louis  Philippe  the  following  year  (both  at 
Versailles).  A  decade  and  a  revolution  later,  E.  M. 
Ward  depicted  Queen  Victoria  visiting  the  Tomb  of 
Napoleon  1  and  Queen  Victoria  investing  Napoleon 
with  the  Order  of  the  Garter  (both  Royal 
Collection).  The  official  opening  of  the  Crystal 
Palace  in  1851  was  the  subject  of  a  picture  by 
H.  C.  Selous  in  the  Victoria  and  Albert  Museum. 
Jerry  Barrett  painted  Queen  I  'ictoria's  first  visit  to 
wounded  Crimean  Soldiers  in  1855  as  a  pendent  to 
his  Florence  Nightingale  at  Scutari  (both  pictures  in 
a  private  collection,  Wales).  In  the  same  year 
G.  H.  Thomas  showed  her  decorating  Crimean 
war  heroes,  and  he  also  painted  a  large  picture  of 
her  and  Albert  at  a  military  review  at  Aldershot 
(both  Royal  Collection).  Another  Crimean  sub- 
ject is  the  painting  byjames  Sant  of  the  7th  Earl  oj 
Cardigan  relating  the  Story  of  the  Cavalry  Charge  at 
Balaclava  to  the  Prince  Consort  and  to  the  Royal 
Children,  painted  between  1855  and  1858  (No.  7). 
Queen  Victoria  records  in  her  diary  for  January 
1855  how  Lord  Cardigan  had  held  the  Royal 
family  spellbound  with  hrs  account  of  the  charge. 
Originally  the  Queen  was  included  in  the  group, 
just  to  the  left  of  Lord  Cardigan,  but  the  rumour 
of  scandal  surrounding  his  name  led  her  to  order 
the  removal  of  the  figure.  Its  outlines  were  still 
visible  until  quite  recently. 

One  of  the  last  ceremonial  groups  painted 
before  Albert's  death  in  1861  is  T.  J.  Barker's 
Queen  Victoria  presenting  a  Bible  to  a  Native  Prince 
(colour  a).  No  picture  better  captures  the  tone  of 
Victorian  imperialism.  The  Queen  bestows  the 
blessings  of  religion  and  civilisation  on  a  submis- 
sive subject,  watched  by  Prince  Albert  and  ladies 
in  waiting  on  the  left,  and  by  Palmerston  and 
Lord  John  Russell  on  the  right.  The  setting  is  the 
audience  chamber  at  Windsor  Castle,  but  no-one 
has  yet  managed  to  identify  the  incident,  if  indeed 
it  ever  took  place.  The  dress  and  appearance  of  the 
native  suggests  that  he  is  African,  perhaps  from 
Zanzibar. 
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6.  F.  X.  WlNTERHALTER. 

The  First  of  May,  1851, 
signed  and  dated, 
42  x  51  inches. 
Royal  Collection. 

7.  J  ames  Sant. 

The  7th  Earl  of  Cardigan 
Relating  the  Story  of 
the  Cavalry  Charge 
at  Balaclava  to  the 
Prince  Consort  and  the 
Royal  Children  at  Windsor, 
1855,  ii\  x  96  inches. 
Collection  of 
Edmund  Brndenell. 
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8.  W.  P.  Frith. 
The  Marriage  of  the 
Prince  of  Wales,  1862, 
86  x  1 193  inches. 
Royal  Collection. 

9.  Laurits  Tuxen. 
The  Royal  Family  at 
the  Time  of  the  Jubilee, 
1887,  signed  and  dated, 
63  x  87  inches. 
Royal  Collection. 
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The  marriages  of  Victoria's  children  provided 
fresh  incentive  tor  commemorative  groups. 
There  are  nine  in  all,  dating  from  between  1858 
and  1885.  Quantity  and  quality  decline  as  the 
Queen  reduced  the  number  of  people  to  be 
represented  and  lowered  the  fees.  The  marriage 
of  the  Princess  Royal  to  Crown  Prince  Frederick 
William  of  Prussia  in  1858  was  the  subject  of  a 
picture  byjohn  Phillip  (Royal  Collection),  better 
known  111  his  own  day  as  "Spanish  Phillip'. 
Enchanting  111  colour  and  composition,  this  is 
certainly  the  most  successful  group  ot  its  kind  to 
have  been  painted  in  the  Victorian  period. 
Almost  as  distinguished  and  much  more  am- 
bitious is  W.  P.  Fnth's  Marriage  of  the  Prime  of 
Wales,  1S62  (No.  8).  This  work  is  the  subject  of  a 
recent  book  by  Jeremy  Maas,'  the  organiser  ot 
the  Royal  Academy  exhibition.  The  appalling 
problems  connected  with  a  commission  ot  this 
magnitude  can  here  be  studied  in  depth,  some  of  it 
absurd,  much  of  it  amusing.  Frith  not  only  had  to 
contend  with  the  ceremony  itself,  and  the  prob- 
lem of  how  he  was  to  depict  it,  but  afterwards 
with  all  kinds  of  obstacles  and  interferences. 
Sittings  had  to  be  arranged  (notoriously  difficult 
with  Royalty,  and  much  of  it  foreign  at  that), 
costumes  borrowed,  photographs  obtained. 

Drawing  on  Frith's  surviving  correspondence 
about  the  commission,  together  with  the  photo- 
graphs he  used.  Jeremy  Maas  is  able  to  chart  the 
genesis  and  progress  of  the  work  in  remarkable 
detail.  The  story  isjust  as  intriguing  tor  the  social 
historian  as  for  the  art  historian.  It  is  a  testament  to 
Frith  s  professionalism  that  he  was  able  to  pro- 
duce such  a  distinguished  picture  at  the  end  of  it. 
The  formality  of  the  ceremony,  and  the  necessity 
of  introducing  recognisable  likenesses  put  Frith  111 
a  strait  jacket.  He  was  not  naturally  gitted  as  a 
portraitist,  and  his  famous  subjects  of  con- 
temporary life,  like  Derby  Day,  depend  for  their 
effect  on  action  and  incident.  The  marriage 
picture  is  restrained  by  comparison,  but  it  evokes 
.1  sense  of  pageantry  in  its  graceful  and  measured 
composition  (the  flags  and  choirstalls  marking 
time  with  the  figures),  its  harmonics  ot  colour 
and  its  sure  but  delicate  touch.  There  are  no  signs 
of  skimping,  and  the  realistic  technique  that  so 
delighted  Frith's  contemporaries  can  be  seen. 

The  later  marriage  pictures  were  mostly  paint- 
ed by  nonentities,  many  of  them  foreigners. 
Queen  Victoria  grew  meaner  over  the  years,  and 
with  no  Albert  to  advise  her  she  lost  interest  in  the 
quality  of  the  art.  Laurits  Tuxen,  the  Danish 
artist,  was  commissioned  to  paint  The  Royal 
Family  at  the  Time  of  the  Jubilee  (No.  9).  He  had 
already  been  patronised  by  the  Danish  royal 
family,  and  no  doubt  owed  his  introduction  to 
the  British  court  to  the  Prince  of  Wales  and 
Princess  Alexandra.  His  picture  is  one  of  the  most 
successful  of  all  Victorian  groups,  painted  in  a  free 
and  painterly  style  that  reflects  the  influence  of 
progressive  tendencies  in  the  art  of  that  time.  A 
feeling  of  naturalism  is  communicated,  not  only 
by  the  relaxed  grouping  of  the  figures,  but  by  the 
subtle  treatment  of  light  and  the  radiant  colour. 
Queen  Victoria  is  shown  at  the  centre  of  her 
children,  grandchildren  and  great  grandchildren, 
the  grandmother  of  Europe  incarnate. 

The  later  group  pictures  of  Victoria  are  mostly 
family  ones.  There  were  now  the  marriages  of  her 
grandchildren,  and  she  dutifully  appeared  in 
pictures  painted  to  commemorate  them.  One  of 
the  most  remarkable  late  works  is  Sir  W.  Q. 
Orchardson's  Windsor  Castle,  i8gg:  the  Four 
Generations  (Carlton  House  Terrace),  which 
exploits  a  popular  dynastic  theme  of  the  time. 


Ceremonial  Royal  Group 


The  artist's  daughter  wrote  that  her  father  de- 
termined to  paint  Victoria  'as  the  woman  of 
intense  family  affections  and  not  as  the  great 
Queen.  So  he  invented  the  little  scene  (which 
very  likely  actually  occurred)  of  the  small  great- 
grandson  (the  future  Edward  vin)  presenting  a 
bouquet  to  his  great-grandmother,  with  the  two 
princes  of  the  intervening  generations  (the  future 
Edward  vn  and  George  v)  looking  on  with 
fatherly  and  grandfatherly  pride'. 

Artists  have  continued  to  paint  royal  occasions 
and  ceremonies  in  this  century,  but  with  an 
increasing  lack  of  conviction.  One  of  the  last  such 
works  with  any  claims  to  distinction  is  Sir  John 
Lavery's  group  of  George  v.  Queen  Mary  and 
their  two  eldest  children,  the  Prince  of  Wales  and 
the  Princess  Royal  (No.  10).  The  composition 
shows  more  than  a  passing  glance  at  Las  Meninas, 
and  the  figure  of  the  king  himself  is  based  on 
Donatello's  St.  George,  not  altogether  success- 
fully, tor  he  retains  a  cut-out  cardboard  quality. 
The  picture  combines  grandiloquent  references 
to  the  art  of  the  past  with  a  feeling  for  colour 
and  atmosphere.  The  cool  silvery  light  filtering 
through  the  curtains  of  an  imposing  drawing 
room  at  Buckingham  Palace  gives  the  scene  an 
encompassing  reality,  and  we  are  led  to  ponder 
on  the  lives  and  personalities  of  its  inhabitants. 


10.  SirJohn  Lavf.ry. 
The  Royal  Family  at  Buckingham  Palace, 
191 3,  signed  and  dated,  134  x  101  inches. 
National  Portrait  Gallery,  by  courtesy  oj 
R.  A.  Spottiswoode. 

NOTE 

1.  Jeremy  Maas, 'The  Prince  ot  Wales's 
Wedding',  1977. 
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Geoffrey  de  Bellaigue 


The  unusually  lavish  gifts  presented  to  the  Duke  of  Manchester  in  1783  attest  both 
the  success  of  the  Duke's  embassy  to  France,  and  the  extravagance  of  a  habit  in 
diplomacy  which  George  in  found  thoroughly  distasteful. 


/  cannot  finish  this  letter  without  acquainting  you, 
that  the  general  Opinion  here  is  that  the  Duke  of 
Manchester  has  supported  the  person  and  Character 
of  Ambassador  with  the  greatest  Propriety  and 
Dignity  and  likewise  that  he  has  transacted  the 
affairs  of  his  Majesty  &  the  British  Nation  with 
the  utmost  Ability. 1 

So  wrote  Anthony  Storer,  newly  appoint- 
ed Minister  to  the  Court  of  Versailles.  His  letter, 
dated  11  November  1783,  was  despatched  to  the 
Secretary  of  State  for  Foreign  Affairs,  Charlesjames 
Fox,  shortly  after  the  Duke  of  Manchester  left  Paris 
to  return  to  England  for  a  visit.2 

The  Duke's  embassy  had  lasted  at  the  time  of 
writing  for  seven  months.  He  was  appointed 
Ambassador  to  the  Court  of  Versailles  on  9  April 
1783,  eight  days  after  the  Duke  of  Portland  had 
formed  his  new  administration.  He  succeeded 
Allcyne  Fitzherbert,  who  as  Minister  Pleni- 
potentiary, had  signed  the  provisional  articles  of 
peace  with  the  United  States  on  30  November  1782 
and  those  with  France  and  Spain  on  20  January 
1783.  The  Duke's  task  was  to  negotiate  the  terms  of 
a  peace  settlement  with  Holland  and  to  conclude 
definitive  treaties  with  France,  Spain  and  America. 

Though  he  had  had  no  previous  diplomatic 
experience,  he  brought  his  mission  to  a  satisfactory 
conclusion.  He  started  with  a  number  of  assets  in  his 
favour.  'His  figure,  which  was  noble,  his  manners 
affable  and  corresponding  with  his  high  rank, 
prepossessed  in  his  favour.  .  .'.3  He  had  presence, 
and  if  we  are  to  judge  from  the  fulsome  tribute  paid 
him  by  the  French  Minister  of  Foreign  Affairs,  the 
comte  de  Vergennes,  he  made  an  excellent  im- 
pression on  the  French.4 

As  was  the  usual  custom,  the  Duke  was  offered 
a  gift  .  -'lowing  the  signature  of  the  Treaty  on 
3  September  1783.  He  received  a  diamond-studded 
gold  box  with  a  portrait  of  Louis  xvi  on  its  lid.  The 
miniature  v  is  by  Louis-Marie  Sicard  (1746-1825) 
and  the  box,  mcrusted  with  three  hundred  and 


twenty-five  diamonds,  by  the  jeweller  Solle  (prob- 
ably Jean-Michel  Solle,  mattre-orfevre  1749).  It  was 
valued  at  thirty  one  thousand,  four  hundred  and 
fifty-three  livres,  the  equivalent  at  that  time  of  one 
thousand  pounds  sterling.5  Writing  to  Fox  on  the 
19  September,  the  day  he  was  presented  with  this 
gift,  he  informed  him:  'Monsieur  de  Vergennes 
likewise  said  that  some  China,  the  Manufacture  of 
this  Country  was  preparing  as  a  Compliment  to  the 
Ambassadress'.6  In  a  subsequent  letter  he  described 
the  service  as  'of  Seve  China  ...  of  the  best  Sort',  and 
enclosed  a  copy  of  the  list  of  pieces  which  accom- 
panied their  delivery  from  the  manufactory.7  He 
also  stressed  the  costly  nature  of  the  gift.  The 
service,  valued  at  twenty  two  thousand  and  eighty 
livres,  had  in  fact  cost  the  French  Foreign  Affairs 
Ministry  nineteen  thousand,  eight  hundred  and 
seventy-two  limes.  It  comprised  two  hundred  and 
eighty-three  pieces  of  table  ware  divided  into  two 
services,  Premier  Service  and  Dessert,  and  one  hun- 
dred and  six  pieces  of  sculpture  (including  plinths 
and  other  ornaments)  for  table  decoration.  The 
fullest  general  description  is  in  the  archives  of  the 
French  Foreign  Affairs  Ministry:  'Un  Service  de 
Porcelaine  de  Seve  fonds  bleu  celeste  pcint  en 
groupes  de  fleurs  et  fruits  dore  en  Palmes  et 
Guirlandes  dont  le  bruni  imite  la  Cizelure'. 

The  Duke  was  anxious  that  suitable  gifts  should 
be  sent  as  soon  as  possible  in  the  name  of  King 
George  in  to  the  foreign  diplomats  participating  in 
the  negotiations  —  these  included  the  Austrian  and 
Russian  ambassadors  who  had  acted  as  mediators  - 
and  he  was  also  hopeful  that  the  King  would  see  fit 

Colour. 

A.  For  the  Dessert  :  plate  dated  1782  (painter  Bouillat  pere 
and  gilder  Chauvaux  pere) ;  six  ice  cream  cups  dated  1783  ; 
a  heart-shaped  tray  dated  1783  (painter  V.  Taillandiez 
and  gilder  H.  Prevost) ;  an  ice  cooler  which  is  unmarked ; 
a  circular  liqueur  decanter  cooler  (?seau  a  topette) 

which  is  also  undated. 

B.  Circular  tureen  and  cover  {pot  a  oglio).  The  tureen  (1777) 
is  painted  byJ-F.  Micaud,  and  the  serving  dish  (1780)  by 
Bouillat  pere. 
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i .  George, fourth  Duke  of  Manchester  (1737-1788), 
as  Lord  Chamberlain,  an  office  he  held  from 
1782  to  1783.  Engraved  by  John  Jones,  1790, 
after  the  portrait  by  C.  G.  Stuart 

to  make  a  reciprocal  gift  of  porcelain  to  the  wife  of 
the  French  Foreign  Minister.  'I  thought  it  [the  list  of 
Sevres  porcelain]  might  possibly  be  of  use,  as  some 
Rule,  in  case  it  should  be  thought  right  to  make  any 
present  from  us  to  the  Comtesse  de  Vergennes, 
which  I  believe  will  be  well  taken.'8 

King  George  in  found  the  whole  business  of  gifts 
thoroughly  distasteful.  The  Duke  of  Portland 
writing  to  the  Duke  of  Manchester  on  27 
September  described  the  King's  reaction.  '1  will  tell 
you  in  confidence  that  His  Majesty  expresses  his 
particular  reluctance  at  being  obliged  to  make  these 
presents  on  this  occasion  in  addition  to  that  which  he 
feels  generally  at  this  mode  of  disposing  of  his 
money.  His  wish  is  that  the  presents  to  each  of  the 
Ambassadors  and  Monsieur  de  Vergennes  should 
not  exceed  1.000  /.  each,  and  that  those  to  the 


2.  Elizabeth,  Duchess  of  Manchester  ( 1741-1832) 
with  her  infant  son  Viscount  Mandeville, 
in  the  role  of  Diana  disarming  Cupid. 
Engraved  byj.  Watson  after  the  painting  by 
Sir  Joshua  Reynolds  which  he  exhibited 
at  the  Royal  Academy  in  1769. 

Russian  Plenipotentiaries  should  be  ol  an  inferior 
value.  He  was  very  indecisive  upon  the  propriety  of 
making  any  present  to  Monsieur  de  Vergennes' 
Secretary;  but  upon  that  much  will  depend  upon 
what  is  done  by  the  other  Powers.'  The  Duke  of 
Portland  was  vexed  by  what  he  described  as  this 
petitesse  d'esprit,  adding  that  in  his  view  a  mean 
present  was  worse  than  no  present  at  all.9  Fox  was 
also  in  favour  of  appropriately  lavish  presents.  'I  am 
for  doing  the  whole  as  magnificently  as  possible',  he 
wrote  to  the  Duke  of  Manchester  on  4  October.10 

That  presents  were  intended  can  be  interred  from 
a  preceding  paragraph  of  the  Duke  of  Portland's 
letter.  In  it  he  informed  the  ambassador  that  the 
day  before  the  King  had  sat  for  his  portrait.  He  then 
went  on  to  observe  in  obedience  to  the  King's 
commands,  and  presumably  quoting  him,  'that  in 
this  country,  it  is  necessary  to  bespeak  the  ornamen- 
tal part  of  these  trifles,  and  that  our  workmen  who 
are  attentive  to  the  finishing  of  their  work  require 
time  for  that  purpose'. 

The  gifts  which  were  finally  made  in  King 
George  ill's  name  presumably  took  the  same  form 
as  those  presented  by  Louis  xvi.  This  is  certainly 
suggested  by  the  Duke  of  Manchester's  advice  that 
the  courier  bringing  over  the  presents  'should  be 
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cautious  to  carry  them  in  the  inside  of  a  Chaise,  or 
the  I  )iamonds  will  be  jolted  out  of  the  Setting'. 1 1 

George  Ill's  reaction  w  as  perhaps  understandable. 
The  cession  of  the  American  colonies,  the  dismem- 
berment of  the  Empire  were  hardly  matters  for 
rejoicing.  It  was  therefore  adding  insult  to  injury  to 
expect  that  he  should  heap  gifts  on  those  who  had 
contributed  to  this  tragic  outcome  of  the  war.  That 
he  should  object  in  principle  to  such  ghts,  whatever 
the  circumstances,  may  tend  to  confirm  the  view  ot 
the  King  as  a  skinflint  w  ho  clung  to  his  money  bags. 
But  George  1 1 1  w  as  a  practical  man,  and  he  realised 
that  these  personal  gifts  would  be  treated  by  the 
recipients  as  like  as  not  as  realisable  assets,  not  as 
treasured  momentos.  The  practice,  certainly  in 
France,  was  tor  the  recipients  ofdiamond-i  ncrusted 
boxes  to  sell  them  to  jew  ellers,  often  to  the  same 
ones  w  ho  had  made  the  boxes  in  the  first  place,  and 
they  m  turn  would  resell  them  to  the  Minister  of 
Foreign  Affairs,  to  be  disposed  of  once  again  as 
diplomatic  gifts  tor  a  second  or  even  a  third  time. 12 

In  view  of  the  King's  reluctance  to  open  his  purse 
strings,  it  seems  unlikely  that  the  comtesse  de 

3.  For  the  first  course:  soup  plate  dated  1783 

(gilder  Boulanger  pere) ;  oval-shaped  tureen  and  cover 

dated  1779  (painter  Bouillat  pere)  with  its  serving  dish 

dated  1777  (painter  Mieaud.  gilder  Boulanger  pere); 

mustard  pot  and  cover,  which  is  missing  its  saucer, 

dated  [783  (painter  A-J.  de  Choisy,  gilder  Boulanger  pere) ; 

single  salt  cellar  dated  1777  (painter  M-G.  Commelin) ; 

unmarked  tuple  salt  cellar;  butter  dish  and  cover  dated  1777. 


Vergennes  ever  received  the  English  equivalent  .of  a 
Sevres  dinner  service.  Be  that  as  it  may,  when  three 
years  later  William  Eden  (Liter  first  Lord  Auckland) 
negotiated  the  Treaty  of  Navigation  and 
Commerce  with  France,  his  wife  was  rewarded 
with  a  similar  gift  of  porcelain  trom  the  French 
King  following  William  Fdcn's  signature  of  the 
treaty  at  Versailles  on  26  September  1786.  Her 
service  was  painted  w  ith  birds  after  the  illustrations 
to  the  comte  de  Buffon's  'Histoire  Naturelle'  and  its 
ground  colour  was  speckled  green  ('/"//</  pointilU 
veil').  It  was  valued  at  seven  thousand,  eight 
hundred  and  eighty-tour  lii>res.li 

The  gift  in  1783  to  the  Duchess  of  Manchester 
was  rightly  described  by  the  Duke  as  'not  very 
usual'.  There  was,  however,  an  eighteenth-century 
precedent.  On  the  only  other  occasion  of  a  treaty 
between  Great  Britain  and  France  which  postdates 
the  foundation  of  the  Vincennes/Sevres  manufac- 
tory in  1745,  the  Treaty  of  Paris  of  1763,  Louis  xv 
presented  a  Sevres  service  to  the  Duchess  of 
Bedford,  the  wife  of  the  British  Ambassador  who 
had  signed  the  treaty.  This  servive,  valued  at 
eighteen  thousand,  three  hundred  and  seventy-tour 
lines,  is  painted  with  bouquets  of  flowers  and  the 
tureens  with  birds,  and  its  ground  colour  is  a  deep 
blue  (bleu  lapis)  overlaid  with  vermicuU  and  cailloute 
decoration  in  gold.  The  Duke  ot  Bedford  was 
concerned  as  to  the  propriety  of  accepting  such  a 
gift,  for  which  there  was  then  no  precedent.14 
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4.  Sauce  boat  gilded  by  Chauvaux  pere 
and  its  lozenge-shaped  saucer  dated  1 777 
(painter  Pierre jeune,  gilder  Boulanger  pere). 


5.  Tray  with  pierced  compartments  for  oil  and  vinegar 
carafes,  dated  1783  and  gilded  by  Vincent  jeune. 
The  two  egg  cups  are  unmarked. 

Ot  the  three  diplomatic  gifts  of  Sevres  services  to 
the  wives  of  English  ambassadors  and  ministers, 
only  the  Bedford  service,  now  at  Woburn  Abbey, 
has  been  identified  to  date.  It  ranks  among  the  finest 
productions  of  the  Sevres  manufactory.  The  Eden 
service  was  of  lesser  value,  as  befitted  the  rank  of  the 
recipient  and  indeed  the  occasion.  It  has  not  yet  been 
traced,  though  it  is  likely  that  at  one  time  it 
belonged  to  King  George  iv.  Writing  about  the  Ball 
given  at  Carlton  House  in  honour  of  the  Duke  of 
Wellington  on  21  July  18 14,  Lady  Harriet 
Frampton  praised  the  gold  and  silver  plate  in  the 
room  in  which  the  Queen  was  to  eat,  and  then  went 
on  to  say:  'The  plates  only  were  of  china,  and  I 
recognised  them  as  a  set  of  the  finest  Sevres 
porcelain  which  Lady  Auckland  had  once  shown 


me  at  Beckenham,  as  having  been  a  present  from 
Louis  xvi  to  the  late  Lord  Auckland  when  he  was 
ambassador  at  Paris,  and  I  regretted  that  they  should 
have  been  obliged  to  part  with  them.  Each  plate  ha^ 
a  large  bird  painted  in  the  centre  of  it'.15  There  is  a 
reference  in  the  Royal  Archives  to  the  payment  by 
Lord  Yarmouth  on  George  iv's  behalf  of  one 
thousand  and  fifty-two  pounds  and  twelve  shillings 
'for  Lord  Aucklands  China'  some  time  between 
about  1 8 1 3  and  1822. 16  This  almost  certainly  refers 
to  the  Eden  service,  now  no  longer  part  of  the 
Royal  Collection. 

The  Manchester  service  by  a  curious  coincidence 
also  entered  the  Royal  Collection,  and  indeed  still 
forms  part  of  it.  It  can  be  identified,  but  without  the 
sculpture,  in  a  manuscript  inventory  of  porcelain 
belonging  to  King  George  iv  in  1826,  which  in  turn 
can  be  related  to  a  bill  in  the  Royal  Archives.  The 
bill,  in  the  name  of  Harry  Phillips,  the  London 
auctioneer,  was  made  out  to  the  Prince  of  Wales. 
The  entry,  which  probably  dates  from  March  1802, 
reads: 

To  a  Magnificent  and  Extensive  Service  of  the 
Royal  Seve  Porcelain  blue  celeste  Ground 
enamelled  in  Medallions  of  Flowers  and  Fruit 
negotiated  for  with  the  Dutchess  of  Manchester 
who  required  -£1050,  hut  obtained  for  £$4° 
Commission  £42 17 

The  service  was  therefore  sold  privately  by  the 
Duchess  to  George  iv.  She  was  paid  in  cash.  Mr. 
Phillips  was  less  favoured.  Six  years  later  he  was  still 
awaiting  settlement  of  his  account,  a  modest  five 
percent  commission. 1 8  This  seems  harsh  treatment, 
particularly  as  he  had  succeeded  in  reducing  by  two 
hundred  and  ten  pounds  the  Duchess's  original 
figure. 

The  full  service  and  the  value  of  the  individual 
pieces  are  listed  in  the  Sevres  ledgers  recording 
its  delivery  to  the  comte  de  Vergcnnes  on  21 
September  1783 19  and  in  the  Archives  of  the 
Ministry  of  Foreign  Affairs  in  Paris.  The  service, 
exclusive  of  sculpture,  was  made  up  as  follows: 

PREMIER  SERVICE 


Cost  in 

livres 

2  Pots  a  oglio  et  plateaux  (tureen, 

cover  and  dish) 

528 

10  56 

2  Tenines  et  plateaux  (tureen. 

cover  and  dish) 

528 

1 056 

24  assiettes  apotage  (soup  plate) 

36 

864 

8  Sallieres  simples  (single  salt  cellar) 

21 

1 68 

4  id  doubles  (double  salt  cellar) 

JO 

120 

4  id  a  trois  Compartiments 

(triple  salt  cellar) 

42 

168 

2  Moutardiers  et  plateaux 

(mustard  pot  and  saucer) 

72 

'44 

Beuriers  (butter  dish) 

96 

192 

28  Pots  a  Jus  ( ?pot  for  meat  or 

vegetablejuices) 

21 

588 

4  plats  pour  les  servir 

(trays  for  serving  the  above) 

84 

336 

96 
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2  saucieres  (sauce  boat) 

7» 

156 

2  Plateaux  pour  les  dites 

(saucer  for  above) 

48 

96 

2  saladiers  Mortiers  l'  gr  (mortar-shaped 

salad  bowl,  largest  size) 

144 

288 

4  saladiers  .Mortiers  2e gr  (mortar-shaped 

salad  bowl,  second  largest  size) 

120 

480 

2  Portehuilliers  (oil  and  vinegar 

carafe  holders) 

264 

18  Coquetiers  (egg  cup) 

1  2 

216 

DESSERT 

108  assicttes  a  palmes  (plate) 

36 

3888 

4  Compotiers  rond  (round  fruit  dish) 

'42 

168 

4  Compotiers  Coquilles  (shell-shaped 

fruit  dish) 

4-? 

168 

4  Compotiers  quarres 

(square  fruit  dish) 

42 

168 

4  Compotiers  ovales  (oval  fruit  dish) 

42 

168 

6  sucriers  de  table  (sugar  bowl 

and  cover) 

126 

756 

2  Plateaux  adeux  pots  (tray  with  two 

attached  preserve  pots) 

120 

240 

4  seaux  a  Bouteilles 

(wine  bottle  cooler) 

192 

768 

4  seaux  ademie  (half-size  wine  bottle 

cooler) 

I44 

576 

4  seaux  a  topette  ( Pliqueur  decanter  cooler) 

"4 

456 

2  seaux  ovales  (double  liqueur 

decanter  cooler) 

144 

288 

2  seaux  Crenneles  (monteith) 

240 

480 

2  seaux  a  glaces  (ice  cooler) 

240 

480 

28  Tasses  a  Glaces  (ice  cream 

or  sorbet  cup) 

21 

588 

1  Jatte  apunch  ct  Mortier 

(punch  bowl  and  mortar) 

600 

6.  Six  pots  and  covers  for  (?)  meat  and  vegetablejuices 
with  their  lobed  tray,  which  is  dated  1777 
(painter  D.  Leve,  gilder  Chauvaux  pere). 


7.  Shell-shaped  fruit  dish,  1782,  which  is  gilded  by  Chauvaux  pere 
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8.  Oval-shaped  fruit  dish,  1777,  painted  by  Bomllat  pere 
and  gilded  by  H.  Prevost  and  Chauvaux  pere. 

It  was  the  custom  in  the  eighteenth  century  for 
the  dishes  for  each  course  to  be  placed  on  the  table 
symmetrically  according  to  a  pre-arranged  plan.  As 
in  theory  each  guest  helped  himself  to  what  was 
within  his  reach,  both  the  variety  and  number  of 
dishes  were  increased  in  ratio  to  the  number  of 
guests  and  in  relation  to  the  size  and  shape  of  the 
table.  This  ensured  that  every  guest  had  a  sufficient 
choice  before  him  without  having  to  ask  for  morsels 
from  other  dishes  placed  some  distance  away. 

The  Premier  Service  of  the  Manchester  service 
includes  pieces  which  would  have  been  appropriate 
tor  the  hrst  three  courses  of  a  formal  four-course 
dinner.  Grimod  de  la  Reyniere  makes  the  point  that 
the  first  course  must  be  the  main  one  'parce  c]iie  e'est 
celui  devant  lequel  on  se  presente  avec  le  plus 
d'appetit'.20  The  principal  dish  would  have  been 
served  in  the  pots  a  oglio.  Traditionally  they  were 
intended  to  contain  a  wide  variety  of  meats,  highly 
seasoned  and  swimming  in  stock.  One  recipe 
specified  a  mixture  of  chicken,  duck,  partridge, 
pigeon,  quail,  beef,  veal,  mutton,  ham  and  saus- 
ages.-1 The  supporting  terrines  could  have  had 
similar  ingredients  but  with  less  mingling  of  meats 
and  with  the  stock  replaced  by  a  ragout.  The  ceritre- 


9.  Sugar  bowl  and  cover  dated  1779  (painter J-B.  Tandart), 
and  tray  with  two  attached  preserve  pots  dated  1782 
(painter  Leve,  gilder  Chauvaux  pere). 


piece  of  the  second  course  would  have  been  a  roast 
with  a  supporting  cast  of  vegetable  and  meat  juices  t 
and  salads  (lettuce,  artichoke,  beetroot,  olives,  | 
truffles,  sole,  salmon  and  oysters).  A  pie  could  have 
formed  the  principal  dish  for  the  third  course 
accompanied  by  salads,  egg  dishes  and  ragouts. 

Mercier,  writing  in  the  1780s,  complained  that  at 
the  table  of  the  rich  the  accent  was  on  visual  effects 
at  the  expense  of  gastronomic  excellence.22  The 
appearance  of  the  table  with  the  dishes  laid  out  for 
each  course  was  certainly  a  matter  of  grave  concern 
and  no  more  so  than  for  the  Dessert.  In  order  to 
appeal  to  the  taste  of  the  guests,  whose  appetite  was 
by  then  satiated,  the  Dessert  had  to  be  spectacular,  a 
veritable  tour  de  force  on  the  part  of  the  mattre  r 
d'hotel.  Grimod  de  la  Reyniere,  who  likened  it  to 
the  bouquet  in  a  fireworks  display,  was  of  the 
opinion  that  to  meet  the  challenge  the  maitre  d'hotel 
had  to  combine  the  talents  of  a  confectioner,  a 
specialist  in  the  making  of  ices,  a  florist,  a  decorator, 
an  artist,  a  sculptor  and  an  architect.23 

Dried  and  fresh  fruit,  the  latter  sometimes 
covered  in  caramel  icing,  were  arranged  round  the 
table  in  the  form  of  domes  and  pyramids.  Dried  and 
liquid  preserves  were  also  served.  Another  essential 
element  was  ices  and  sorbets  which  had  been  frozen 
in  moulds  shaped  like  fish  or  fruit.  To  add  to  the 
realism,  where  the  ices  reproduced  the  shapes  of 
fruit,  they  received  the  appropriate  colouring  and 
flavour  and  exceptionally  stalks  and  even  the  stones 
of  the  real  fruit  were  inserted.24  Ices  were  also 
served  in  a  liquid  state,  as  neige,  in  ice  cream  cups. 

Linking  these  various  dishes  parterres  were  form- 
ed with  icing  sugar  planted  with  imitation  flowers 
and  laid  out  round  edifices  of  sugar.  These  in  turn 
might  be  peopled  with  figurines  in  sugar  or,  as  in  the 
Manchester  service,  with  figures  in  biscuit  porcelain. 

Monteiths.  liqueur  decanter  and  wine  bottle 
coolers  and  wine  glasses  were  not  as  a  general  rule 
placed  on  the  table  at  banquets.  They  stood  on  the 
sideboards.  A  guest  had  to  signal  to  a  footman  when 
he  wished  to  drink.  'Y  a-t-il  .  .  .  tine  coutume  plus 
impertinente',  writes  Mercier  in  1788,  'que  celle  de 
demander  a  boire  a  1111  laquais  ctranger,  de  boire  de 
cote  .  .  .  &  quand  la  soif  vous  prend,  d  attendre  un 
valet'.25  This  custom  which  dates  back  to  the 
seventeenth  century  and  earlier  was  not  followed 
for  less  formal  meals.  At  Compiegne,  for  example, 
which  was  used  by  the  French  Kings  as  a  hunting 
lodge,  etiquette  was  relaxed  and  the  number  of 
valets  serving  at  table  was  much  reduced.  We  are 
told  by  the  due  de  Luynes,  writing  in  July  1737,  that 
at  meals  Louis  xv,  like  his  guests,  had  in  front  of  him 
his  glass  in  a  wine  glass  cooler  and  that  he  helped 
himself  with  wine  and  water  from  bottles  and 
decanters  which  stood  within  easy  reach  on  the 
table.26  In  other  circumstances,  for  supper  parties 
tor  example,  the  wine  bottles  and  glasses  might  be 
placed  on  small  serving  tables  beside  the  guests. 
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It  might  be  thought  that  the  Manchester  service 
had  been  specially  commissioned  as  a  gift  to  the 
Duke,  but  as  in  the  case  of  the  Bedford  service  the 
earliest  pieces  were  made  when  Great  Britain  and 
France  were  at  war  and  thoughts  of  peace  were 
hardly  uppermost  in  the  mind  of  the  French  King. 
On  the  evidence  of  the  dated  pieces  at  Windsor  it 
was  begun  in  1760  -  which  paradoxically  also 
coincides  with  the  start  of  the  Bedford  service.  Both 
services  were  made  for  stock,  but  whereas  the 
Bedford  service  was  completed  within  three  years, 
the  Manchester  service  covers  a  span  of  twenty- 
three  years.  The  most  productive  years  -  based  on 
the  surviving  pieces  at  Windsor  -  were  1 777  (forty- 
eight  pieces),  1782  (ninety-eight  pieces  of  which 
seventy-eight  were  plates)  and  1783  (twenty-two 
pieces). 

As  a  consequence  of  the  time  it  took  to  assemble 
the  service,  changes  in  style  pass  it  by  both  as  regards 
the  shapes  of  the  pieces  and  their  decoration.  The 
Louis  xvi  decor  of  Madame  du  Barry's  service  of 
1770  and  1 771  finds  no  echo  in  the  Manchester 
service.  Likewise,  the  outre  Neo-classical  shapes  of 
Catherine  the  Great's  service  of  1779  and  its  equally 
uncompromising  decoration  are  not  paralleled 
here,  even  though  Vincent  Taillandiez,  who  was 
one  of  the  two  artists  to  paint  the  compact  and  rigid 
groups  of  flowers  on  the  Russian  service,  was  also 
among  the  twenty  responsible  for  the  exuberant 
and  wind-blown  bouquets  on  the  Manchester 
service. 

The  biscuit  figures  were  the  one  element  which 
did  not  hark  back  to  the  middle  years  of  the 
eighteenth  century.  They  formed  a  unity  of  theme, 
and  the  principal  groups  were  copied  from  models 
created  by  L-S.  Boizot  between  1775  and  1784  in 
the  full  Neo-classical  idiom.27 

In  exceptional  circumstances  two  alternative  sets 
of  figures  were  made  at  Sevres  to  go  with  individual 
services,28  but  for  the  Manchester  service  only  one 
set  was  provided.  It  was  probably  intended  for  the 
Dessert.  Each  group  was  allocated  a  particular 
position  on  the  table.  In  the  centre.  Beauty  crowned 
by  the  Graces  flanked  by  Diana  bathing  and  Venus 
at  her  Toilet;  on  the  sides,  Offering  to  Love, 
Offering  to  Hymen,  Hommage  to  Beauty,  the 
Reward  of  Cythera;  at  either  end,  Telemachus  and 
Achilles;  as  accessories  for  the  table  centre  piece, 
eight  Caryatids,  sixteen  Divinities  and  twenty 
ornamental  vases.  Grimod  de  la  Reyniere  was  not 
exaggerating  when  he  wrote;  '.  .  .  Ton  pent 
apprendre  la  mythologie  sans  sortir  de  table'.29 

Today  the  service  at  Windsor  sadly  lacks  all  the 
ornamental  figures  and  vases  as  well  as  fifty  pieces  of 
table  ware.  But  despite  these  depletions  it  still  forms 
a  magnificent  and  harmonious  assemblage,  and 
remains  an  impressive  example  of  a  Sevres  service  in 
the  full  Louis  xv  tradition,  but  which,  paradoxi- 
cally, is  largely  Louis  xvi  in  date  of  execution. 
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Carl  Gustavovitch  off  the  beaten  track 


A.  Kenneth  Snowman 


Carl,  the  industrious  son  of  Gustav  Faberge,  has  been  the  subject  of  much  writing  and 
one  hesitates  before  adding  yet  more  words  to  the  already  substantial  corpus  of  literature 
that  has  accumulated  over  the  years.  It  is  the  initial  surprise  experienced  upon  the  discovery 
that  such  an  extravagant  and  varied  talent  was  operating  so  far  from  the  centre  of  Europe 
at  the  end  of  the  nineteenth  century  which  has,  I  feel  sure,  been  the  source  of  much  of 
the  interest  in  him  and  his  associates. 


Descended  from  Huguenot  stock,  the  family 
fled  as  refugees  in  1685  from  the  per- 
secution of  the  French  Catholics  when  the  Edict 
of  Nantes  was  revoked. 

In  the  eighteenth  century,  a  goldsmith  from 
Wiirtemberg  with  the  name  of  either  Farberger 
or  Farbiger  enjoyed  the  traditional  welcome 
extended  to  all  European  artists  and  craftsmen  by 
Catherine  the  Great. 

This  man  might  well  have  been  a  precursor  of 
Carl  Faberge  who  forms  the  subject  of  a  compre- 
hensive exhibition  to  be  held  at  the  Victoria  and 
Albert  Museum  from  23  June  till  25  September 
thisjub'lee  year.  What  follows  are  miscellaneous 
thoughts  which  have  occurred  to  me  during  the 
preparation  of  the  event  and  which  focus,  in 
principle,  upon  some  less  familiar  aspects  of  his 
work  which  seem  somehow  to  have  escaped  the 
attention  of  most  of  the  pens  which  have  been 
exercised  on  this  theme. 

It  is  easy  to  forget  that  Carl  Faberge  was  not 
only  a  creator  of  prettified  confections  based  on 
the  applied  arts  of  eighteenth-century  Paris,  but 
also  embarked  upon  numerous  adventurous 
sorties  into  styles  and  manners  which  he  made 
quite  his  own.  As  a  matter  of  fact,  even  the  neo- 
Louis  xvi  pieces  have,  despite  their  original 
inspiration,  a  strong  Russian  accent  which  sets 
them  quite  apart  from  their  models.  This  is  also 
the  case  with  his  essays  in  the  manner  of  the 
craftsmen  of  the  Italian  Renaissance  and  the 
South  German  goldsmiths.  Some  of  the  most  in- 
triguing objects  made  by  this  Diaghilev  of  his 
craft  are  seldom  discussed. 

Erik  Kollin,  one  of  Faberge's  first  workmasters 
-  he  opened  his  workshop  in  1870,  the  year  that 
the  young  Carl  Faberge  took  over  the  firm  at  the 
early  age  of  twenty-four  -  had  a  natural  aptitude 
and  enthusiasm  for  fashioning  precious  metals  in 
the  antique  taste.  He  made  faithful  replicas  in  gold 
of  objects  from  the  Scythian  Treasure  discovered 
at  Kerch  in  the  Crimea.  The  exhibition  will 
include  an  interesting  Sassanian  swivel  dome-seal 
in  banded  agate  mounted  in  silver  by  Kollin  in  the 
Old  Persian  style  (No.  1). 

Pieces  which,  at  first  glance,  one  would  rele- 
gate to  the  1930s  in  Scandinavia  or  France,  turn 
out  to  have  been  designed  and  made  in  St. 
Petersburg  nearly  half  a  century  earlier.  Consider 
for  example  the  rectangular  cigar-box  composed 
of  reeded  stripes  in  red  and  green  golds  (No.  3). 


1.  Banded  brown  agate  swivel-seal,  the  stone  a 
Sassanian  dome  intaglio  seal  engraved  with  two 
stags.  The  silver  shank,  fashioned  in  imitation  of 
the  Old  Persian  manner  of  400-500  ad,  is  the 
work  of  Erik  Kollin,  one  of  Faberge's  earliest 
workmasters.  Height:  1^  inches. 
Private  Collection. 


2.  Bowenite  hand-seal 
with  a  simple  reeded 
red  gold  mount 
bordered  by  chased 
green  gold  laurel. 
Height :  2^  inches. 
1 1  'artski,  London. 


3.  Cigar  box  in  red 
and  green  ribbed  gold. 
Length  :  5 5  inches. 
Private  Collection. 


This  boldly  conceived  box  has  an  austerity  which 
at  the  time  of  its  manufacture  must  have  been 
astonishing  -  here  Faberge  has  even  eschewed  the 
idea  of  setting  the  usual  rose  diamonds  in  the 
thumb-piece  rightly  judging  that  the  chastity  of 
his  design  would  have  been  thereby  impugned. 

One  hardly  needs  to  be  reminded  of  the 
excesses  that  were  being  perpetrated  in  the  name 
of  the  Decorative  Arts  at  the  end  of  the  nineteenth 
century,  and  the  appearance  of  this  box  and  of  the 
bowenite  hand-seal  (No.  2)  and  pieces  like  it  must 
have  served  as  a  refreshing  draught  to  a  society 
parched  of  simplicity. 


Because  it  was  pure,  this  new  style  did  not,  by 
any  means,  lack  sparkle  and  some  of  the  animal 
and  bird  carvings  in  particular  which  made  their 
appearance  in  Faberge's  ateliers  at  this  period  are 
among  his  most  engaging  productions.  The  two 
kingfishers  from  the  collection  at  Sandnngham 
(No.  5)  certainly  do  not  suffer  from  any  laboured 
overworking  such  as  we  see  in  so  many  carvings 
of  the  period.  The  sculptor  (for  the  modeller  of 
these  startling  creatures  must  be  recognised  as 
such),  was  clearly  determined  to  retain  the 
original  feeling  of  the  pieces  of  stone  selected  and 
this  has  been  achieved  with  outstanding  success. 


IOO 


a.  Vancated  brown  and  grey  agate 
dachshund  puppy.  Length:  i|  inches. 
Above. 

b.  Vari-coloured  blue-grey  chalcedony 
Border  terrier.  Length :  2  inches. 


Colour. 

a.  Left. 

Bleeding  heart  in  rhodonite  and 

white  chalcedony,  dull  green  gold  stalks, 

carved  nephrite  leaves, 

in  a  rock  crystal  vase. 

Height :  75  inches. 

Centre. 

Mock-orange  in  white  quartzite  with 
olivine  centres  on  a  red  gold  stalk  with 
carved  nephrite  leaves  in  a  rock  crystaljar. 
Height:  Sfg  inches. 
Right. 

Chrysanthemum  thinly  enamelled  pale 
yellow  and  pink  on  green  gold  with  carved 
nephrite  leaves,  in  a  square  crystal  vase. 
Height:  9.  inches. 


Colour. 

B.  Far  Left. 

Flowering  cranberry  with  carved  cornelian 
and  chalcedony  berries  and  nephrite  leaves, 
red  gold  stalk  in  a  rock  crystal  wise. 
Height :  4§  inches. 
Centre  Left. 

Pansy  enamelled  opaque-violet  with 
naturalistic  markings  and  a  brilliant 
diamond  centre,  gold  stalk  and 
jade  leaves,  in  a  rock  crystal  pot. 
Height:  43  inches. 
Centre  Right. 

Pink  and  w  hite  opaque-enamelled  wild 
rose  with  red  gold  stamens  and  set  with  a 
brill  iant  diamond  centre,  with  a  green  gold 
stalk  and  nephrite  leaves  in  a  rock  crystal 
jar.  Height:  si  inches. 
Far  Riglit. 

Small  raspberry  plant  in  carved  rhodonite 
with  nephrite  leaves  and  red  gold  stalk, 
in  a  rock  crystal  )ar. 
Height:  3^  inches. 

Below. 

4c.  Portrait  model  of  Edward  vn's  Norfolk 
terrier  'Caesar'  in  white  chalcedony,  with  a 
gold  collar  inscribed  7  belong  to  the  King'. 
Length :  2^  inches. 


C  irl  Gustavovitch  off  the  beaten  track 


5.  Two  kingfishers,  one  in  dark  Siberian 
nephrite  with  rose  diamond  eyes  and 
chased  gold  claws,  the  other  in  bowenite 
with  cabochon  ruby  eyes  and  a  chick  in 
the  same  materials  with  chased  gold  legs. 
The  Royal  Collection ,  Sandringham. 


The  small  chick  which  appears  in  the  same 
photograph  comes  straight  out  of  the  Garden  of 
Delights  in  Madrid  as  does  another  Bosch  bird 
(No.  6).  This  last  creature  is  an  early  warning  of 
horrors  to  come  and  its  descendants  in  the  form  of 
seaside  souvenirs  are  clearly  here  to  stay. 

Just  as  Faberge  was  unwilling  to  be  tied  down 
to  one  or  two  styles  that  had  served  him  well,  he 
also  refused  to  be  restricted  when  it  came  to  the 
actual  materials  he  used.  With  a  lofty  disregard 
for  the  merely  valuable,  he  gladly  incorporated 
various  woods,  pottery,  brass,  copper,  and  gun- 
metal  in  the  wares  which  proudly  bore  the 
signature  of  the  House. 

Strands  of  asbestos  were  brought  111  to  help 
simulate  the  delicate  gossamer  of  the  puff-ball  ot  a 
dandelion.  He  even  tried  his  hand  at  decorating 
silver  with  niello  on  one  or  two  occasions,  .1 
technique  with  a  long  tradition  of  success  in 
Russia.  In  all,  his  was  a  restless  imagination  which 
expressed  itself  in  many  styles,  materials  and 
techniques.  His  greatest  strength  was  that,  111 
common  with  most  other  people  who  have  ever 
had  anything  to  contribute  to  the  arts,  his  curi- 
osity and  excitement  never  abandoned  him. 


6.  Parti-coloured  agate  bird,  details  not  known. 
Length:  3^  inches.  Robert  Rush  Collection. 


y  If 


7.  Obisidian  sacred  baboon,  rose  diamond  eyes. 

Height :  z\  inches. 

The  Royal  Collection,  Sandringham. 

He  was  determined  at  all  times  to  demonstrate 
the  characteristic  quality  of  the  material  he  was 
using  and  this  love  of  matiere  is  nowhere  more 
evident  than  in  the  work  of  his  small  band  of 
sculptors.  The  opulence  and  variety  of  material  to 
be  found  in  the  Urals  is  well-known,  and  one  can 
easily  visualise  the  designer  of  one  of  these  models 
judiciously  contemplating  a  fragment  of  stone  in 
its  rough  state  and  decidingjust  where  the  natural 
striations  and  differences  of  colour  should  figure 
in  the  final  carving.  What  careful  planning  must 
have  gone  into  the  making  of  the  chimpanzee  to 
ensure  that  the  pale  blue-grey  chalcedonic  layer 
should  occur  precisely  where  the  face  and  hand 
were  to  be  carved  and  the  brown  stone  be  re- 
served for  the  furry  bulk  of  the  body  itself. 

Being  a  man  of  unbounded  curiosity  and 
always  receptive  to  new  ideas,  his  firm  took 
an  active  part  in  the  Art  Nouveau  movement 
which  was  launched  in  Europe  in  1893  and  the 
minaudiere  (No.  8)  is  characteristic  of  several 
items  in  this  style  which  have  come  down  to  us. 

Faberge  anticipated  many  technical  inno- 
vations which  were  to  dominate  the  work  of 
European  goldsmiths  and  jewellers  well  into  the 
twentieth  century.  A  fascinating  example  is 
provided  by  the  cigarette  case  composed  of  strips 
of  red  and  green  golds  and  platinum,  woven  to- 
gether to  give  the  effect  of  basket-work  (No.  9). 


8.  Green  and  red  gold  minaudiere  in  Art 
Nouveau  design  set  with  cabochon  sapphires 
and  brilliant  diamonds.  Length:  3  inches. 
Privatt  Collection. 


9.  Plainted  double-opening  cigarette  case 
composed  of  strips  of  red  gold,  platinum  and 
green  gold  deeply  chased  with  leaves  and  set 
with  a  brilliant  diamond  thumb-piece. 
Length  :  3  \  inches. 
Robert  Strauss  Collection. 

This  design  which  Faberge  introduced  in  the 
opening  decade  of  this  century  was  to  provide, 
and  for  that  matter  still  provides,  a  pattern  which 
most  successful  French  and  Italian  jewellers  have 
ne\  er  tired  of  exploiting  ad  nauseum. 

Thus  we  see  Faberge  as  a  pioneer  of  no  mean 
order.  He  was,  all  his  life,  an  enthusiastic  admirer 
of  Japanese  netsuke  and  we  have  a  photograph  ot 
his  living-room  in  which  one  of  the  key  items  of 
furniture  is  the  vitrine  containing  his  own  col- 
lection of  carefully  chosen  examples.  The  Bauer 
Collection  111  Geneva  includes  among  its  many 
delights,  a  small  dark  carved  wood  netsuke 
designed  as  a  coiled  sleeping  snake.  No.  10 


10.  Coiled  sleeping  snake  carved  in  brown 
and  black  jasper,  with  rose  diamond  eyes. 
Height :  |  inch. 

The  Royal  Collection,  Sandringham. 
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illustrates  Faberge's  version  of  this  tiny  artifact 
carried  out  in  a  speckled  brown  and  black  jasper. 
Apart  from  the  materials  employed,  the  two 
pieces  are.  to  all  intents  and  purposes,  identical. 
The  sincerest  form  of  flattery  indeed !  There  are  a 
number  of  similar  examples  m  stone  ot  his  love 
for  this  art  form  in  the  Queen's  Sandringham 
Collection,  notably  a  group  of  small  sparrows, 
some  boxes  fashioned  as  masks  and  carved  trogs 
and  toads  which  almost  cry  out  to  be  handled 
such  is  their  feeling  of  tactile  immediacy.  A 
magot  seated  on  a  pedestal,  composed  ot  a  variety 
of Stones,  w  ith  nodding  head  and  hands  is  a  more 
elaborate  illustration  of  the  esteem  Faberge  had 
for  this  oriental  genre. 

Another  facet  of  his  repertoire  w  hich  has  not, 
to  my  knowledge,  been  explored  is  represented 
by  one  or  two  objects  he  made  ot  a  mildly 
intimate  nature.  I  imagine  he  never  embarked 
upon  anything  approaching  the  erotic,  for,  as  his 
eldest  son  Eugene  reminded  me  some  thirty  years 
ago  m  Fans,  'Papa  etais  plutot  solide'.  A  minia- 
ture model  of  a  bourdalou  (No.  11)  provides  an 


i  i.  Carved  bowenite  miniature  bourdalou  in 
an  engraved  gold  mount  with  a  chased  toliate 
border,  set  with  rose  diamonds,  rubies  and 
cabochon  sapphires  in  the  handle,  supported  on 
a  crimson  translucent  enamelled  base.  Marks  not 
know  n.  but  thought  to  have  been  designed  by 
Hugo  Oeberg.  Length:  33  inches. 


amusing  reminder  of  the  introduction  of  these 
invaluable  receptacles  for  the  relief  of  ladies  under 
stress  in  church  when  subjected  to  the  intermin- 
able sermons  of  the  seventeenth-century  Jesuit 
priest  whose  name  they  now  bear. 

The  Cleveland  Museum  ot  Art  has  sent  us  for 
the  exhibition  a  miniature  salt-chair  in  the  Louis 
xvi  cabriolet  style  which  is  designed  as  a  com- 
mode. Some  of  the  most  skilful  craftsmanship  has 
been  lavished  upon  this  object  in  chased  gold, 
painted  and  opalescent  enamels  and  carved 
Siberian  jade  and  pearls. 

The  exhibition  at  the  Victoria  and  Albert 
Museum  must  serve  as  my  justification  for 
including  pictures  of  a  number  of  specially 
attractive  objects  trom  Queen  Alexandra's  col- 
lection from  Sandringham  House  which  will  be 
shown  although  they  cannot  be  described  as  'off 
the  beaten  track'  Faberge. 

The  Queen  has  been  extremely  generous  and  it 
is  with  the  gracious  permission  of  Her  Majesty 
that  these  new  photographs  in  colour  are  illus- 
trated here.  They  form  two  groups  of  flower 
studies  and  demonstrate  once  again  how  the  St. 
Petersburg  craftsmen  somehow  contrived  to 
show  that  the  more  tenaciously  they  clung  to  an 
unaffected  naturalism  in  these  floral  essays,  the 
more  they  became  unmistakably  Faberge  objects. 

The  intrinsic  value  of  these  plants  is  minimal 
and  it  exemplifies  very  well  Faberge's  dictum  that 
the  worth  of  a  piece  must  be  reckoned  by  the  skill 


expended  upon  its  manufacture  rather  than  upon 
the  extravagance  of  its  ingredients. 

In  this  regard  I  have  been  reminded  by  Miss 
Gwendolyn  Kelso  of  a  superbly  disdainful  in- 
terview given  to  Stolitza  y  Usadba  (for  Town 
and  Country)  by  Carl  Faberge  on  1 5  January  1914, 
and  it  serves  as  an  appropriate  envoi  here: 

Clearly  ij  you  compare  my  things  with  those  oj 
such  firms  as  Tiffany,  Boucherou  and  Cartier, 
oj  course  you  will  find  that  the  value  of  them  is 
greater  than  mine.  As  Jar  as  they  are  concerned  it 
is  possible  to  find  a  necklace  in  stock  for  one  and  a 
halj  million  roubles.  But  oj  course  these  people  are 
merchants  and  not  artist-jewellers.  Expensive 
things  interest  me  little  if  the  value  is  merely  in  so 
many  diamonds  or  pearls,  the  old  man  Faberge 
said  to  me. 


Left. 

12.  Rock  crystal  elephant  with  a  gold  and 
enamelled  gem-set  tower  on  its  back. 
Height :  1  inch. 
Centre. 

Gun-metal  mechanical  elephant  with 

an  enamelled  Mahout  on  a 

gold  enamelled  rug  seated  on  its  back. 

Height :  1  \  inches. 

Right. 

Carrot-coloured  sardonyx  elephant  with 
gold  enamelled  gem-set  tower  and  rug. 
Height :  1  inch. 

The  Royal  Collection,  Sandringham. 


13a  and  b.  Red  and  green  gold  folding  si  iccn 
of  six  miniature  frames  which  close  up  into  a 
portable  block  set  with  ten  fancy  cut  sapphires. 
The  screen  is  opened  when  one  of  the  sapphires 
is  pressed  releasing  the  handle.  The  work  of 
Michael  Perchin.  Closed:  ijj  x  ijj  x  1  inches; 
Length  ot  screen  when  unfolded:  inches. 


The  Furnishing  of  the 
Royal  Library  Windsor 


Clive  Wainwright 


The  work  of  Sir  Jeffry  Wyatville  at  Windsor  Castle  continued  after  George  iv's 
death  in  1830,  William  iv  being  responsible  for  commissioning  Wyatville  to 
create  the  suite  of  splendid  rooms  which  comprise  the  Royal  Library.  'It  is  entered 
by  a  plain  opening  from  the  rooms  to  the  east  and  forms  one  long  Chamber 
measuring  91  feet  by  12  feet  with  three  rectangular  recesses  towards  the  north  and 
a  rounded  western  end  extending  into  the  drum  tower  of  the  inner  gatehouse  .  .  . 
towards  the  western  end  of  the  south  wall  is  a  great  chimney  .  .  .  probably  the 
finest  of  its  date  in  England,  it  is  carved  throughout  in  a  hard  white  stone.  .  .  .  The 
original  ceiling  of  moulded  plaster  .  .  .  was  destroyed  in  1832  and  replaced  by  a 
modern  copy  at  a  higher  level  .  .  .  the  panels  separately  contain  in  high  relief, 
crowned  shields  of  the  Royal  arms  and  er,  or  roses,  portcullises,  fleur-de-lis,  and 
harps  all  crowned  .  .  .  with  the  encircling  inscription  queen  Elizabeth's  gallery 
restored  by  William  ivth  1832'. 1  This  gallery,  built  for  Queen  Elizabeth  I  in  1583, 
and  the  original  fireplace  was  fortunately  illustrated  before  Wyatville  restored  it.2 


The  architectural  work  carried  out  at  Windsor 
for  both  George  iv  and  William  iv  has  been 
covered  in  several  publications.3  The  employment 
of  Jacob  Desmalter  and  A.  W.  N.  Pugin  to  design 
the  furniture  for  the  rooms  created  and  re-furbished 
by  Wyatville  for  George  iv  has  also  been  fully 
discussed.4  However,  the  work  carried  out  at 
Windsor  for  William  iv  has  not  been  fully  in- 
vestigated. I  shall  merely  confine  myself  to  the 
Royal  Library  and  some  of  its  furniture.  Unlike 
that  supplied  during  the  1820s  most  of  this  furniture 
was  not  specifically  designed  for  Windsor  but  was 
already  in  existence.  By  this  means  the  Library  was 
created  and  furnished  for  the  comparatively  modest 
sum  of  jQi$, 000. 5 

Considerable  documentation  exists  for  the  pieces 
shown  in  Nos.  1-4.  In  June  1 806 :  'hrh  the  Prince  of 
Wales,  To  Marsh  and  Tatham  Upholsterers  &c 
Mount  Street  .  .  .  By  order  of  Mr.  Du  Pasquier  .  .  . 
To  2  large  Ebony  bookcases  decorated  with  Ivory 
inlaid  and  carved  ornaments  To  Design  and  open 
brass  work  doors  £462.  To  2  Do.  for  each  side  of 
the  fireplace  to  correspond  £280.  To  4  Do.  with 
tops  to  form  reading  desks  covered  with  purple 
velvet  £680.  To  4  library  tables  decorated  to 
correspond  £544.  To  statuary  Tops  for  Do.  with 
moulded  edges  £  169.18s  .  .  .  To  a  large  mahogany 
Octagon  table  banded  and  ornamented  with  inlaid 
black  decorations  £37.165'. 6  This  furniture  was 
supplied  for  Carlton  House  but  by  1826  it  had  left 
the  room  for  which  it  was  designed  and  was  in  store 
pending  the  demolition  of  Carlton  House,  and  is 


listed  in  an  inventory  labelled  .  .  .  'Furniture  Stores 
Riding  House  1826.  A  set  of  four  Library  Tables 
formed  of  Ebony  Inlaid  with  Ivory  ...  a  model  of 
the  Triumphal  arch  of  Septimus  .  .  .'.7 

But  before  considering  the  next  stage  in  the 
history  of  this  furniture  there  is  the  question  of  its 
designer.  As  we  saw  above  it  was  ordered  from 
Marsh  and  Tatham  by  a  Mr.  Du  Pasquier.  It  is 
therefore  possible  that  he  was  the  designer  and  that 
he  was  possibly  one  of  the  several  French  designers 
working  at  Carlton  House  for  Henry  Holland. 
There  is  at  Buckingham  Palace  'A  recumbent  lion 
in  bronze  .  .  .  fully  described  in  Jutsham's  ledger  for 
1 8 10,  where  it  is  stated  as  having  been  received  from 
Mr.  Dupasquicr  -  presumably  the  maker'.8  This 
piece  was  made  for  Carlton  House.  Could  this  be 
the  Dupasquicr  who  had  worked  for  the  Duke 
ol  Argyle  as  a  carver  and  gilder?  He  advertised 
in  the  Edinburgh  Advertiser  on  2  June  1775 
'm.  dupasquier  gilder,  from  Paris  Lately  em- 
ployed by  his  Grace  the  Duke  of  Argyle  in  furnish- 
ing Inverary  House  which  work  has  been  uni- 
versally admired'.9  Upon  investigation  it  emerged 
that  Claudius  Francis  Du  Pasquier  was  the  Prince 
Regent's  Hairdresser  and  'Groom  of  the  prince's 
Chamber".  In  1 820  he  was  given  the  important  post 
of 'Page  of  the  back  Stairs';  he  died  in  1822. 10 

Colour. 

A.  The  Royal  Library  in  1848  from  Joseph  Nash's 
"Views  of  the  Interior  and  Exterior  of  Windsor  Castle", 
showing  Queen  Victoria  and  Prince  Albert. 

B.  The  Royal  Library  in  1977. 


104 


The  Furnishing  of  the  Royal  Library  Windsor 


It  is  necessary  to  examine  closely  the  steps  which 
contributed  to  the  complicated  situation  which 
prevailed  at  Carlton  House  in  1806  when  the 
furniture  was  ordered.  Henry  Holland  was  the 
architect  in  charge  at  Carlton  House  from  1783  but 
by  the  later  1780s  the  volume  of  work  'required  a 
fairly  large  office  staff.  In  addition  to  Jagger, 
Trecourt  and  others  ...  it  was  augmented  in  about 
1789  by  a  young  man  of  nineteen  Charles  Heath- 
cote  Tatham.  Although  aspiring  to  become  an 
architect  Tatham  had  a  particular  interest  in  French 
furniture  .  .  .  while  some  of  the  finer  surviving 
Carlton  House  sketch  books  are  probably  by 
Trecourt  a  comparison  of  the  remainder  with 
Tatham's  drawings  leave  little  doubt  that  they  are 
his  .  .  In  addition  to  those  mentioned  above, 
Dominique  Daguerre  the  famous  marchaud  merrier 
was  closely  involved  in  the  design  and  supply  of 
furniture  and  furnishings  to  Carlton  House.  But  in 

1795  and  1796  Jagger,  Trecourt  and  Daguerre  all 
died. 12  Holland  seems  from  this  date  to  have  begun 
to  withdraw  from  Carlton  House.  'In  1 802  Holland 
finally  withdrew  from  Royal  patronage  and  his 
dissociation  from  the  work  at  Carlton  House  can 
perhaps  date  even  as  early  as  1795. 't3 

James  Wyatt  became  Surveyor  General  in  March 

1796  and  seems  to  have  immediately  organised  jobs 
for  a  number  of  his  relations. 14  The  Wyatts  were  in 
their  turn  ousted:  'The  next  stage  in  the  re- 
furnishing of  Carlton  House  was  quite  independent 
of  the  Office  of  Works.  Between  1805  and  1812 
Walsh  Porter  and  Thomas  Hopper  were  respon- 
sible for  a  good  deal  of  decorative  and  structural 
alteration  .  .  .  Farington  noted  on  3rd  May  1806 
"although  Carlton  House  as  finished  by  Holland 
was  in  a  complete  and  new  state  .  .  .  the  Prince 
ordered  the  whole  to  be  done  again  under  the 
direction  of  Walsh  Porter  w  ho  has  destroyed  all 
Holland  has  done".  .  .  Porter's  position  at  Carlton 
House  was  that  of  a  decorative  consultant.  He  was 
neither  an  architect  nor  a  craftsman;  he  was  a 
member  of  the  Carlton  House  set,  a  picture  dealer,  a 
dandy,  an  impresario,  self  styled  connoisseur  who 
died  heavily  in  debt  in  1809'. 15 

It  would  therefore  seem  that  the  possible  de- 
signers of  this  furniture  were  one  of  the  Wyatts  or 
Thomas  Hopper.  However,  it  bears  no  resemblance 
to  know  n  furniture  by  any  of  the  Wyatts  and  w  e 
certainly  have  a  considerable  number  of  surviving 
examples  ofjames  Wyatt's  f  urniture  to  which  it  can 
be  compared.  The  uncompromisingly  Grecian 
appearance  of  the  bookcase  (Nos.  1  and  2),  for 
instance,  with  its  use  of  the  Paestum  Order  was  very 
advanced  for  1806.  Thomas  Hopper  is  usually 
associated  with  the  Gothic  additions  which  he 
designed  for  Carlton  House.  He  certainly  designed 
houses  in  a  severely  Neo-classical  style,16  but  we 
know  of  no  furniture  in  that  style  to  his  design. 


1 .  One  of  four  ebony  and  ivory  bookcases 
made  tor  (  . n  iton  1  louse  m  1806. 


At  Carlton  House  Charles  Heathcote  Tatham's 
role  during  the  decade  [796— 1806  is  unclear.  The 
recent  publications  which  have  dealt  with  Tatham 
have  because  of  lack  ot  evidence  been  unable  to 
throw  much  light  upon  this  question.17  It  has 
however  recently  been  established  that  he  w  as  the 
brother  ot  Thomas  Tatham.  who  111  partnership 
with  Marsh,  supplied  the  furniture  under  con- 
sideration.18 I  would  certainly  agree  with  the 
conclusion  that  'It  is  hard  to  imagine  that  C.  H. 
Tatham  thou  rh  not  strictly  a  furniture  designer  was 
not  in  part  responsible  for  the  trend  towards  Neo- 
classical design  in  the  output  of  the  firm". 1 9  It  is  now 
known  that  over  one  hundred  Tatham  furniture 
designs  exist  which  will  probably  shortly  enable  us 
to  say  that  Tatham,  like  Wyatt  or  Adam,  w  as  as  at 
home  designing  furniture  as  buildings. 

It  would  therefore  seem  possible  that  Tatham. 
because  of  his  connection  with  Marsh  and  Tatham, 
was  the  designer  of  at  least  some  of  the  furniture 
supplied  by  them  to  Carlton  House  during  the 
regime  of  the  Wyatts  and  Walsh  Porter.  His  name 
certainly  appears  111  a  Marsh  and  Tatham  bill  of  1  806 


2.  A  detail  of  the  bookcase  shown  in  No.  1. 
The  ivory  is  decorated  with  pen-work 
representations  of  classical  mouldings. 


~sv  \S.  II-/' 4 


106 


The  Furnishing  of  the  Royal  Library  Windsor 


for  Carlton  House  'To  4  elegent  glass  lustres  made 
to  Mr Tatham's design. .  .'.-"The  Paestum  Order  .is 
used  in  the  bookcases  (Nos.  1  and  2)  was  certainly 
familiar  to  Tatham  who  'Went  so  far  as  to  design  in 
1795  a  country  house  tor  a  Mr.  George  Hankin 
"introducing  the  Paestum  Order  111  the  Portico"  - 
then  a  revolutionary  move'.21  The  curious  ivory 
collars  which  enclose  the  bottom  third  ot  the 
columns  (No.  1)  are  decorated  with  pen-work 
representations  of  Classical  candelabri  very  similar 
to  those  which  appear  in  both  Tatham's  books. 

There  is  no  firm  evidence  to  indicate  the  room 
for  which  this  furniture  was  designed  beyond  the 
Marsh  and  Tatham  bill  which  mentions  'Library 
Tables'.  It  would  therefore  seem  likely  that  they 
were  designed  for  the  main  library  at  Carlton 
House.  In  [819  this  library  was  described  thus 
'On  Buhl  pedestals  elaborately  finished  models  of 
the  triumphal  arches  of  Constantine,  Septimus 
Serverus  .  .  .  The  library  table  is  of  Buhl  manufac- 
ture and  at  certain  distances  candelabra  surround 
the  apartment.  The  chairs  are  ebony  of  the  character 
of  the  time  of  Henry  viii  with  scarlet  cushions;  the 
curtains  and  the  other  turniture  ensuit'.22  As  we 
saw  111  the  Inventory  quoted  above  the  models  of 
the  triumphal  arches  were  still  associated  with  this 
furniture  111  1826  whilst  it  was  in  store.  Two  points 
need  elucidation,  the  combination  of  ebony  and 
Ivory  was  in  the  early  nineteenth  century  certainly 
called  'Buhl'  and  the  use  of  these  two  materials  in 
combination  was  associated  with  the  Tudor  and 
Elizabethan  periods.  If  the  chairs  (No.  4)  are  those 
referred  to  as  at  Carlton  House  the  bobbin  turning 
of  the  legs  would  certainly  have  been  considered 
'of  the  time  of  Henry  vm'. 

Another  interesting  motif  extensively  used  in  the 
decoration  of  the  furniture  is  the  formalised  laurel 
leaf  (Nos.  3  and  5).  This  was  particularly  approp- 
riate for  a  library  because  the  laurel  wreath  has 
classical  associations  with  wisdom,  in  ancient 
Greece  it  was  sacred  to  Apollo  and  signified  artistic 
achievement  and  in  ancient  Rome  it  was  the 
symbol  of  victory.  It  is,  of  course,  well  known  that 
the  Prince  Regent  was  a  great  admirer  of  Napoleon 
and  it  is  interesting  to  speculate  whether  the 
decoration  of  the  library  at  Carlton  House  was 
inspired  by  Napoleon's  library  at  Malmaison.  That 
at  Malmaison  was  completed  to  Charles  Percier's 
designs  in  1800,23  the  ceiling  being  decorated  with 
laurel  wreaths  and  swags.  This  library  was  illus- 
trated by  Percier  in  [812  and  the  ceiling  was 
described  thus:  'Le  sujet  principal  du  plafond 
represente  Apollon  et  Minerve  Les  Tetes  ofFrent  les 
portraits  des  plus  celebres  auteurs  anciens,  et  les 
noms  de  ceux  dont  les  ouvrages  servent  des  modeles 
remplissent  avec  des  entourages  de  lauriers  les  autres 
parties  des  voutes'.24  The  laurel  was  used  exten- 
sively as  a  motif  in  France  during  the  Napoleonic 


3.  One  of  eight  'Small  Occasional  Tables'  constructed 
in  1 835  from  fragments  left  over  from  the  restoration 
and  alteration  ot  Carlton  House  Library  desks. 

period  in  all  the  decorative  arts  and  architecture.  Its 
use  in  England  on  a  piece  of  furniture  in  1 806  was 
quite  unusual.  An  advanced  and  almost  con- 
temporary use  was  on  the  top  of  the  famous  round 
table  designed  in  about  1806  by  Thomas  Hope.25 

The  next  stage  ot  the  Windsor  works  must  now 
be  considered;  one  'Library  Table'  and  one 
'Writing  or  Reading  Desk'  were  sent  to  Windsor  in 
June  1833.  On  2  September  1835  Edward  Blore 
wrote  to  Viscount  Duncannon  to  protest  that 
'Whilst  I  was  absent  from  the  Palace  [Buckingham] 
Mr.  Jutsham  called  to  say  that  he  had  had  his 
Majesties  directions  to  remove  the  ebony  and  ivory 
Books  Desks  now  standing  in  the  library  to 
Windsor  ...  as  these  book  desks  form  part  of  the 
furniture  given  to  the  Palace  and  now  appropriated, 
as  the  expense  of  removing  them  from  Windsor  and 
repairing  them  and  cleaning  them  has  been  de- 
frayed out  of  the  Parliamentary  grant  for  furnishing 
the  Palace  and  as  they  must  necessarily  be  replaced 
at  a  considerable  expense  out  of  the  same  fund  by 
other  furniture  to  render  the  room  complete'.2'' 
Blore  was  overruled;  Sir  Herbert  Taylor  wrote  to 
Viscount  Duncannon  on  10  September:  'I  have 
received  his  Majesties  command  to  request  that 
your  Lordship  will  direct  the  ebony  and  ivory  tables 
and  three  reading  desks  of  the  same  materials  to  be 
delivered  to  the  bearer  of  this  note.  Mr.  Henry 
Saunders'.27  From  this  it  would  appear  that  at  least 
three  of  the  four  reading  desks  and  some  of  the  four 
tables  had  been  sent  to  Windsor  and  returned  to 
Buckingham  Palace  between  June  1833  and 
September  1835.  The  explanation  may  be  that  the 


4.  One  of  two  'Reading  Chairs'  made  111  1806 

tor  Carlton  House  and  restored  m  1835  tor  Windsor. 
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present  Household  breakfast  room  was  'fitted  up  in 
1833  when  this  and  the  adjoining  rooms  were 
arranged  as  libraries.  William  iv  however  decided 
to  concentrate  the  Royal  Library  at  Windsor  Castle 
and  the  books  were  removed  thither'.28 

'An  abstract  of  the  estimates  of  the  following 
tradesmen  who  have  been  called  upon  to  compete 
for  the  orders  of  supplying  furniture  for  the  Library 
in  the  State  Apartments  Windsor  Castle.  For 
Furniture.  Bailey  £688.  Francis  £741.  Turner 
£920.  Banting  £988.  Seddon  £1030.  The  tenders 
were  delivered  at  the  Lord  Chamberlains  Office  on 
Wednesday  the  20th  of  September  1835.  They  were 
all  sent  to  Windsor  on  the  Thursday  the  Lord 
Chamberlain  opened  them  at  the  Castle  and  it  was 
decided  that  Mr.  Bailey's  .  .  .  tender  be  accepted. 
The  orders  given  on  Monday  the  5th  of  October 
1835  the  orders  to  be  completed  by  the  25th 
December  183 5'. 29  Bailey's  tender  included  '4  Old 
double  fronted  Pedestal  Ebony  and  Ivory  Buhl 
library  tables  to  be  repaired  and  altered  to  drawing 
with  addition  of  entire  new  tops'.  These  'old  tables' 
are  almost  certainly  those  supplied  by  Marsh  and 
Tatham  to  Carlton  House  in  1806  and  whose 
peregrinations  we  followed  above.  In  their  altered 
form  they  still  survive  in  the  Royal  Library  though 
I  have  not  illustrated  them.  The  'statuary  marble 
slabs'  and  the  'ebony  and  ivory  columns'  which 
they  were  described  as  having  in  the  'Riding  House 
Inventory'  were  put  to  good  use.  Bailey  also 
supplied  '8  small  Occasional  Tables  to  be  con- 
structed from  old  pedestals  with  marble  slabs  from 
the  preceding  Library  Tables  to  Drawing.  The 
additions  to  be  of  the  best  seasoned  lime  tree  stained 
and  inlaid  with  ivory  buhl  ornaments  except  the 
mouldings  and  frame  which  are  to  be  ebony  .  .  .  the 
pillar  and  claw  standards  to  be  constructed  from  old 

5.  A  'Writing  Tabic'  made  of  fragments  of  furniture 
from  Carlton  House  in  1835  for  Windsor. 


ebony  and  ivory  columns .  . .  The  top  of  stretcher  to 
be  framed  stuffed  and  covered  with  scarlet  cloth 
£8.12.0  each'.  These  still  survive  (No.  3)  and  are  of 
a  severely  Grecian  form.  The  use  of  the  continuous 
band  of  laurel  leaves  is  perhaps  the  most  striking 
feature.  The  legs  which  as  we  have  seen  were  made 
for  the  Carlton  House  tables  and  were  obviously 
designed  originally  to  be  ensuite  with  the  Paestum 
columns  of  the  bookcases  (Nos.  1  and  2). 

The  octagonal  desk  (colour  b)  does  not  occur  in 
the  Bailey  tender  but  it  was  certainly  altered  from  an 
old  piece  of  furniture.  It  was  possibly  the  'Octagon 
Table'  mentioned  in  the  Marsh  and  Tatham  1806 
bill  discussed  above.  In  1835  two  tables  were 
altered,  '1  old  large  octagon  Ebony  and  Ivory 
Library  Table  to  be  repaired  new  stained  and  french 
polished  the  top  to  be  covered  with  scarlet  embos- 
sed leather . . .  old  mahogany  octagon  Library  Table 
to  be  repaired  stained  and  enriched  in  every  respect 
same  as  the  two  last  mentioned  tables'.  These  two 
other  tables  had  been  'scraped  as  neccessary  to 
receive  the  black  dye  in  imitation  of  ebony,  the 
pilasters  inlaid  with  ebony  and  ivory  .  .  .  french 
polished  and  enriched  with  Ivory  Pateras  .  .  .  .30 
The  two  octagonal  tables  of  this  design  still  exist 
though  one  is  smaller  than  the  other.  The  glass 
show-case  tops  were  added  at  a  later  date.  The  table 
(No.  5)  was  also  made  from  old  elements  left  over 
from  the  re-construction  of  the  several  other 
pieces  of  furniture  'Ebony  and  Ivory  Writing  Table 
to  be  constructed  to  Drawing  from  old  frame  and 
pillar  standards  of  best  seasoned  mahogany  with 
drawers.  The  top  lined  with  scarlet  leather  .  .  .  The 
bottom  block  to  be  glued  in  three  thicknesses  or 
framed.  .  .'.31  Its  glass  top  was  also  added  later. 

The  chair  shown  in  No.  4  is  one  of  two  chairs 
described  as  '2  Old  Ebony  &  Ivory  Reading  Chairs 
with  rising  Desks  to  be  repaired  new  stained,  trench 
polished  and  re-covered  in  fine  scarlet  leather 
trimmed  with  Gimp.  2  new  Ditto  to  match  in  every 
respect'.32  It  would  seem  likely  as  mentioned  above 
that  these  chairs  came  from  Carlton  House  library. 
The  Bailey  tender  includes  '8  New  Large  Lounging 
Chairs  to  Drawing  made  of  best  seasoned  lime  tree 
turned  carved  and  stained  to  imitate  ebony  french 
polished  ...  36  new  Fly  Chairs  to  Drawings  .  .  .'. 
These  are  shown  in  (Nos.  6  and  7).  They  are  closely 
based  upon  the  ebony  and  ivory  turned  chairs  made 
in  Ceylon  and  Batavia  during  the  seventeenth 
century  in  imitation  of  European  chairs.  In  the 
eighteenth  and  early  nineteenth  centuries  they  were 
thought  to  be  English  and  to  date  from  the  Tudor 
and  Elizabethan  period.  Walpole  had  some  at 
Strawberry  Hill,  as  did  Beckford  at  Fonthill  Abbey. 
Both  the  turning  on  the  'reading  chair'  (No.  4)  and 
the  use  of  ebony  and  ivory  in  the  other  furniture 
would  certainly  have  been  associated  -  as  indeed  it 
was  by  Pyne  -  with  the  Tudor  period.  The  chairs 
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(Nos.  6  and  7)  would  have  been  considered  entirely 
correct  for  Queen  Elizabeth's  gallery  in  its  new 
guise  of  the  Royal  Library.  There  were  also  a 
number  of  original  seventeenth-century  chairs 
already  in  the  Royal  collection  by  1835*21  October 
1826  .  .  .  purchased  for  Windsor  .  .  .  eleven  chairs 
with  cane  scats  and  frames  carved  throughout  in 
solid  black  ebony  £440'. 33 

The  designer  of  these  chairs  is  unknown. 
Wyatville  was  certainly  the  architect  in  charge  of 
the  creation  of  the  library  and  may  have  produced 
the  drawings  mentioned  in  the  tender.  The  design 
of  the  furniture  during  the  1 820s  had  been  delegated 
to  other  designers  such  as  Jacob  Desmalter  or 
Pugin.34  There  is  no  record  of  any  involvement  of 
Pugin  at  Windsor  after  1830,  but  in  1834  he  certainly 
considered  ebony  and  ivory  furniture  appropriate 
for  Tudor  rooms.  In  that  year  he  illustrated  an  essay 
on  Tudor  and  Elizabethan  furniture  with  a  picture 
of  a  chair  described  as  'tastefully  turned  and  carved 
in  ebony  enriched  with  ivory  knobs'.35  Pugin  is 
certainly  a  possible  designer  for  these  interesting 
chairs  but  further  evidence  is  needed  before  a  firm 


attribution  to  any  designer  can  be  made.  We  have 
no  idea  who  re-designed  the  other  pieces  of  furni-  \ 
ture  but  that  was  a  comparatively  simple  job. 

In  conclusion  I  feel  that  Tatham  was  very 
probably  the  original  designer  of  this  important 
suite  of  furniture  for  Carlton  House.  It  certainly 
deserves  to  be  better  known  from  the  point  of  view 
of  Tatham's  career,  the  history  of  the  furnishing  of 
Carlton  House  and  the  history  of  early  nineteenth 
century  Neo-classical  furniture. 


Clive  Wainwright  is  Senior  Research  Assistant, 
Department  of  Furniture  and  Woodwork, 
Victoria  and  Albert  Museum,  London. 


ACKNOWLEDGEMENTS 

/  would  like  to  thank  the  following  for  helping  in  the  preparation 
of  this  article :  Sir  Robin  Mackworth  Young,  Jane  Roberts, 
Elizabeth  Cuthbert,  John  Hardy,  Simon Jeri'is,  Lisa  Clinton, 
Peter  Thornton  and  Margaret  Richardson. 


6.  One  of  eight 
'Lounging  Chairs' 
of  stained  limewood 
made  in  1835. 


NOTES 

1.  W.  H.  St.  John  Hope  'Windsor  Castle',  191 3  p.  548. 
The  fireplace  is  illustrated  as  plate  cm. 

2.  A.  Pugin  'Specimens  of  Gothic  Architecture',  Vol.  11, 
1823,  plates  liii  and  liv. 

3.  Ed.  H.  M.  Colvin,  'The  History  of  the  King's  Works', 
Vol.  VI,  1973.  St.  John  Hope,  loc.  cit.  D.  Linstrum 
'Sirjeffry  Wyatville',  1972. 

4.  Geoffrey  de  Bellaigue  and  Pat  Kirkham,  'George  IV  and 
the  Furnishing  of  Windsor  Castle',  Furniture  History, 
Vol.  vm,  1972,  pp.  1-35. 

5.  Linstrum,  loc.  cit. 

6.  Royal  Archives  25205. 

7.  Inventory  at  the  Lord  Chamberlain's  Office. 

8.  H.  Clifford  Smith,  'Buckingham  Palace',  1930,  p.  203. 

9.  Ian  G.  Lindsay  and  Mary  Cosh,  'Inverarary  and  the 
Dukes  of  Argyle',  1973,  p.  380. 

10.  I  would  like  to  thank  Elizabeth  Cuthbert  of  the  Royal 
Archives  Windsor  for  supplying  this  information. 

11.  Dorothy  Stroud,  'Henry  Holland',  1966,  pp.  83-84. 

12.  Ibid.,  pp.  145-6. 

13.  King's  Works,  loc.  cit.,  p.  312. 

14.  Ibid.,  p.  58. 

15.  Ibid.,  p.  313.  For  Walsh  Porter  see  also  Simon  Jervis, 
'Cottage  farm  and  Villa  Furniture',  The  Burlington 
Magazine,  Vol.  cxvn,  no.  873,  1975,  pp.  848-859. 

16.  J.  Mordaunt  Crook,  'The  Greek  Revival',  1972, 
pis.  124  and  125. 

17.  David  Udy,  'The  Neo-classicism  of  Charles  Heathcote 
Tatham',  The  Connoisseur,  Vol.  clxxvii,  No.  714,  197 1 , 
pp.  269-276.  Christopher  Proudfoot  and  David  Watkin, 
'A  Pioneer  of  English  neo-C)assicism  C.  H.  Tatham', 
Country  Life,  Vol.  cn,  April,  1972,  pp.  918-921. 
Christopher  Proudfoot  and  David  Watkin 

'The  Furniture  of  C.  H.  Tatham',  Country  Life,  Vol.  CLI, 
June,  1972,  pp.  1481-1486. 

18.  Proudfoot  and  Watkm,  ibid.,  p.  1484. 

19.  Ibid.,  p.  1484. 

20.  Royal  Archives  25223. 

21.  Proudfoot  and  Watkin,  ibid.,  p.  919. 

22.  W.  H.  Pyne  'The  History  of  the  Royal  Residences', 
1 8 19,  Vol.  in,  p.  57. 

23.  Gerard  Hubert,  'Napoleon  and  Josephine  at  Malmaison' 
The  Connoisseur,  Vol.  cxcn,  No.  778,  1976,  pp.  259-270. 


24.  C.  Percier  and  P.  F.  L.  Fontaine,  'Recueil  de  Decorations 
Interieurs',  1812,  p.  34,  pis.  xli  and  xlii.  It  is  probable 
that  these  plates  appear  in  the  1801  edition  but  I  have 
been  unable  to  examine  a  copy. 

25.  Thomas  Hope,  'Household  Furniture  and  Interior 
Decoration',  1807,  pi.  xxxix.  This  table  is  now  in 
the  Victoria  and  Albert  Museum. 

26.  Public  Record  Office  Works  3/5  f.  50. 

27.  Ibid.,  f.  52.  It  is  possible  that  this  Mr.  Henry  Saunders  was 
related  to  Mr.  Richard  Saunders  of  the  Cabinet  Makers 
Bailey  and  Saunders.  By  1807  Marsh  and  Tatham  had 
become  Tatham  and  Bailey,  by  1 8 1 1  the  firm  was  called 
Tatham  Bailey  and  Saunders,  by  18 17  they  had  become 
Bailey  and  Saunders.  Bailey  and  Saunders  went  out  of 
business  in  1835,  Edward  Bailey  going  into  business  on 
his  own  account  at  13  Mount  Street.  He  was  in  business 
until  at  least  1843. 

28.  Clifford  Smith,  loc.  cit.,  p.  200.  A  bill  of  October  1830 
is  quoted  which  concerns  the  construction  of  fitted 
bookcases. 

29.  Public  Record  Office  L.C9/36  5/1. 

30.  A  document  in  the  Royal  Library  entitled  'Windsor 
Castle  State  Apartments  Specifications  1835  Library' 
includes  not  only  the  Bailey  tender  but  other  furniture  to 
be  similarly  altered.  Possibly  Bailey  did  this  work  too. 

3  1 .  Ibid.  This  piece  is  not  in  the  Bailey  tender. 

32.  Ibid.  These  are  not  in  the  Bailey  tender. 

33.  Public  Record  Office  lci/i.  A  number  of  other  similar 
chairs  are  described  in  G.  F.  Laking  'The  Furniture 
Windsor  Castle'  1905,  pp.  15-17.  One  of  four  carved 
ebony  sofas  purchased  by  George  iv  in  1827  is  illustrated 
in  Geoffrey  De  Bellaigue  'Edward  Holmes  Baldock', 
Part  I,  The  Connoisseur,  Vol.  clxxxix,  no.  766,  1975, 
pp.  290-299.  For  a  discussion  of  such  furniture  and  its 
associations  see  also:  Jervis,  loc.  cit.  and  Clive  Wainwright 
'Specimens  of  Ancient  Furniture'  The  Connoisseur, 

Vol.  clxxxiv,  1973,  pp.  108-114. 

34.  Bellaigue  and  Kirkham,  loc.  cit. 

35.  'Illustrations  Landscape  Historical  and  Antiquarian  to  the 
Poetical  Works  of  Sir  Walter  Scott  Bart'.  1834,  p.  271. 
For  a  full  discussion  of  this  aspect  of  Pugin's  work  see 
Clive  Wainwright'  A.  W.  N.  Pugin's  early  Furniture' 
The  Connoisseur,  Vol.  CXCI,  no.  767,  pp.  3-1 1. 


7.  One  of  thirty  six 
'Fly  Chairs'  in 
stained  limewood 
made  in  1835. 
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The  silver-gilt  plate  now  shared  between  the  Chapel  Royal,  St.  James's  and  the  Queen's  Chapel 
adjoining  Marlborough  House,  as  occasion  demands,  is,  apart  from  the  plate  of  St.  George's  Chapel 
Windsor,  the  most  outstanding  group  of  seventeenth-century  church  plate  now  in  normal  use.  Its 
magnificence  as  a  group  can  be  judged  from  the  colour  plate.  But  it  is  not  now,  and  never 
has  been,  a  planned  and  cohesive  entity.  Rather  it  is  the  synthesis  of  pieces  of  different  dates  and 
origins  and  indeed,  as  now  assembled,  differs  in  composition  from  its  assembly  in  past  reigns. 


Thi  earliest  record  of  Royal  plate  since  the 
Restoration  is  the  manuscript  inventory  of 
[72]  1  The  chapel  plate  is  listed  under  the  various 
locations  of  the  day  namely,  'Chapell  at  St. 
lames',  "Whitehall  Chappell',  'Somersett  House 
Chappell',2  'Hampton  Court  Chappell.  and 
finally  'in  thejewell  Office  at  Whitehall'  the  two 
gold  chalices  now  in  the  Tower  of  London.  A  tew 
of  the  larger  items  are  recognisable,  but  the  pieces 
as  a  whole  are  very  briefly  listed  with  their 
weights  and.  as  a  number  of  entries  are  multiple, 
for  example  '3  Basons',  'One  small  gilt  Bason  and 
2  Pattens',  effective  identification  is  difficult,  it 
not  impossible,  except  in  a  few  cases. 

The  next  inventory  was  made  to  the  order  of 
William  iv  by  the  Royal  goldsmiths,  Rundell, 
Bridge  and  Rundell  in  1832.  Here  descriptions 
are  quite  recognisable  and  sizes  are  given,  but  of 
course,  at  this  date  when  hallmarks  were  not 
understood,  no  details  ot  the  marks.  The  list  is 
divided  into  the  Royal  Pavilion  Brighton,  St. 
George's  Chapel  Windsor,  Chapel  Royal  St. 
James's,  Whitehall  Chapel,  the  German  Chapel,2 
St.  James's  Palace,  Kensington  Palace,  Hampton 
Court  and  the  Tower  of  London.  Comparing  this 
inventory  with  the  present  situation  it  is  apparent 
that  considerable  relocation  has  taken  place  since 
then  and  we  note  below  such  changes  as  are 
applicable  to  this  study. 

The  first  published  account  of  the  Chapel 
Royal  plate  appears  to  be  that  in  'Memorials  of 
St.  James's  Palace'  by  Edgar  Sheppard,  Sub-Dean 
of  the  Chapels  Royal,  1894.  This  reproduces  the 
list  from  the  1832  inventory  both  for  the  Chapel 
Royal  and  'The  German  Chapel'  and  illustrates  a 
number  of  the  more  important  pieces,  some  of 
which  are  now  either  in  the  Tower  or  other 
chapels.  The  next  published  account  of  some  of 
the  pieces  is  contained  in  E.  Alfred  Jones',  'The 
Gold  and  Silver  of  Windsor  Castle',  191 1,  but  is 
limited  to  the  plate  of  the  Private  Chapel  at 
Windsor  and  the  'Old  Royal  Chapel  at 
Whitehall',  without  specifying  the  locality  of  the 
latter  pieces,  which  were  presumably  then,  by 
inference,  at  Windsor.  Finally,  for  the  Chapel 
Royal  a  list  and  group  photograph  appeared 
m  the  Royal  Commission  for  Historical 
Monuments  survey  ot  West  London  in  [925, 
revealing  a  greater  concentration  than  at  present, 
since  in  recent  years  a  number  of  pieces  have  been 
put  on  public  display  at  the  Jewel  House,  Tower 
of  London  and  some  allotted  to  the  Private 
Chapel  at  Buckingham  Palace. 


In  considering,  therefore,  the  items  now  at  the 
Chapel  Royal  we  must  understand  that  these  are 
not  always  complete  services  and  that  other 
components  are  in  use  or  display  elsewhere. 
Although  such  division  may  be  regretted 
academically,  it  must  be  appreciated  that  the  total 
wealth  of  Royal  Chapel  plate  is  so  extensive  that 
modern  standards  ot  practical  use  and,  to  some 
extent,  personal  taste  must  be  acknowledged  as 
necessitating  such  divisions. 

The  earliest,  and  in  another  aspect  the  most 
interesting,  of  the  plate  is  the  group  in  No.  1, 
which  is  shown  to  be  an  entity  by  the  arms  and 
monogram  it  bears.  The  candlesticks,  showing 
strong  Continental  Catholic  influence  in  their 
general  form,  are  the  only  fully  hallmarked 
pieces,  bearing  the  London  date-letter  for  1661 
and  the  unidentified  maker's  mark  of  a  grey- 
hound sejant,  which  also  appears  alone  without 
further  marks  on  the  pair  of  flagons.  This  London 
maker,  one  of  the  most  individual  of  his  time,  still 
regrettably  unidentified,  was  responsible  tor  a 
quantity  of  important  ecclesiastical  plate  from  the 
end  of  Charles  i's  reign,  including  pieces  at 
Pembroke  and  Jesus  Colleges  Cambridge, 
Rochester  and  Gloucester  Cathedrals,  Staunton 
Harold,  Leicestershire  and  elsewhere.  It  is  clear 
that  he  moved,  or  enjoyed  clients  in  High 
Anglican  circles  and  it  is  no  surprise,  therefore,  to 
find  him  represented  by  Royal  pieces. 

The  alms  dish  of  this  group  is,  however,  by  the 
known  Royal  goldsmith  Robert  Smithier,  again 
bearing  only  his  maker's  mark,  a  common  occur- 
rence with  royal  commissions,  which  were  nor- 
mally not  subject  to  assay  at  Goldsmiths'  Hall. 
Smithier's  identity  was  only  revealed  as  recently 
as  1970  by  Charles  Oman  in  his  'Caroline  Silver', 
his  mark  previously  having  been  attributed  to 
Charles  Shelley,  who  was,  however,  not  free  to 
work  in  his  own  right  until  a  later  date  than 
known  pieces  previously  thought  to  be  his.  Also 
by  Smithier,  belonging  to  this  service  are  three 
chalices  with  cover  patens  in  the  Laudian  re- 
vivalist Gothic  style  on  incurved  hexafoil  feet 
with  cherub  finials.  These  are  now  in  the  other 
Royal  private  chapels.  Also  by  the  same  maker 
and  bearing  the  same  monogram  are  the  impos- 
ing large  pear-shaped  flagons  chased  overall  with 
feathers,  now  111  the  Tower,  as  is  also  an  un- 
marked chalice  with  pierced  foliage  calyx  to  the 
bowl,  bearing  no  marks. 

As  already  mentioned,  all  the  pieces  in  this 
group  ire  linked  by  the  same  engraved  mono- 


3.  The  monogram  'dl'  with  Royal  Ducal 
coronet  on  alms  dish  in  No.  1. 


gram  (No.  3)  which  appears  visually  to  be 
composed  of  a  Roman  capital 'd'  through  which 
a  script  or  cursive  capital  'l'  is  interlaced,  sur- 
mounted by  a  Royal  Ducal  coronet  and  flanked 
with  the  crossed  palms  typical  of  the  Charles  11 
period  as  a  frame  to  arms  or  crests.  They  also  bear 
the  Royal  Stuart  arms,  mostly,  but  not  always, 
differenced  by  a  label  and  surmounted  by  the 
same  coronet  as  above  the  monogram.  Until  1935 
this  monogram  had  been  held  to  be  that  of  the 
Duchy  of  Lancaster  and  the  pieces  of  the  group 
illustrated  by  E.  Alfred  Jones3  are  so  attributed. 
Sheppard  writing  in  1894  had  advanced  the 
theory  that  this  monogram  indicated  that  the 
plate  had  been  supplied  to  the  expense  of  the 
Duchy  of  Lancaster,  on  the  information  of 
Garrard's,  the  Crown  jewellers  and  goldsmiths, 
but  no  documentation  has  yet  been  adduced  for 
this  theory.  A  new  explanation  was  suggested  111 
[934  by  P.  A.  S.  Phillips,4  on  the  shadowy  figure 
ofjohn  Cooqus.  goldsmith  to  Charles  11.  Phillips 
then  attributed  to  the  latter  the  unmarked  chalice 
with  cagework  calyx,  bearing  the  same  mono- 
gram and  claimed  it  as  that  of  James,  Duke  of 
York,  as  evidenced  by  its  presence  on  a  number  of 
bookbindings  at  Windsor  and  the  British 
Museum  and  the  seal  on  a  letter  from  York  to  his 
niece  the  Countess  of  Lichfield.  This  theory  was 
elaborated  with  a  full  list  of  the  bookbindings  on 
which  the  monogram  occurs  and  further  letters 
bearing  the  seal  by  G.  D.  Hobson  the  following 
year,5  who  pointed  out  that  the  form  of  the 
Royal  Ducal  coronet  ensigmng  the  monogram 
had  been  laid  down  by  Royal  warrant  in  1 66 1  for 


I  1  I 


sons  of  the  sovereign  except  the  Prince  ot  Wales 
and,  since  Henry,  Duke  of  Gloucester  had  died  in 
1660,  the  Duke  of  York  was  the  only  prince 
entitled  to  the  coronet  throughout  the  reign  ot 
Charles  11.  Hobson  appreciated  the  difficulty 
presented  by  the  apparent  V  of  the  monogram 
and  could  only  solve  this  by  suggesting  that  it  is 
not  V  but  'j'  upside  down  and  in  a  lame  attempt 
to  justify  this  suggestion  wrote:  'It  occurs  to  me 
thatjames  may  have  wished  to  imitate  the  mono- 
gram of  his  cousin  Louis  xiv,  but  the  idea  seems 
almost  too  puerile  .  .  .',  which  indeed  it  docs.  The 
Duke  of  York  was,  of  course,  installed  in  St. 
James's  Palace  at  the  Restoration  and  it  is  presum- 
ably possible  that  he  may  have  ordered  his  own 
set  of  altar  plate.  Even  so,  it  is  difficult  to  accept 
this  peculiar  monogram  with  its  curious  initials  as 
his.  Since  his  title  was  Duke  of  York  one  would 
have  expected,  if  the  initial 'd'  was  used  to  hnd  it 
accompanied  by  V  and  certainly  111  no  way  can 
the  apparent  '1'  be  taken  for  that  letter.  The 
intention,  therefore,  behind  this  mysterious 
monogram  seems  to  remain  undetermined. 

By  far  the  most  imposing  piece  of  the  present 
Chapel  Royal  plate  is  the  magnificent  alms  dish 
of  if>6o  (No.  2)  no  less  than  thirty-seven  inches  in 
diameter.  Only  the  London  date-letter  is  visible, 
the  remaining  marks  having  been  obliterated  in 
the  chasing.  There  is  another  of  the  same  size  and 
general  design  at  Buckingham  Palace  from 
Whitehall  Palace,6  two  smaller  examples  of 
twenty-eight  and  three-quarter  inches  at  St. 
George's  Chapel,  one  embossed  with  the  Last 
Supper  but  in  a  different  composition  to  either  of 
the  other  two  examples  and  the  other  with  the 
subject  of  Christ  washing  the  Disciples'  feet. 
Another  smaller  dish  of  the  Last  Supper,  twenty- 
one  inches  in  diameter,  is  part  of  the  plate  made 
for  John  Cosin,  Bishop  of  Durham  at  Auckland 
Castle.7  Charles  Oman  in  his  'English  Church 
Plate'  has  pointed  out  that  although  the  theoreti- 
cal function  of  these  splendid  dishes  was  to  serve 
as  alms  basins,  they  acquired  a  new  purpose  with 
the  replacement  of  the  communion  table  at  the 
east  end  of  the  chancel  and  occupied  the  place  of 
the  Mediaeval  altar  cross.  He  has  shown  that  the 
chaser  ot  the  Durham  dish  was  an  immigri 
craftsman  named  M.  Houser  and  that  the  general 
style,  including  particularly  the  tight  mollusc- 
like scrolls  in  the  borders  of  this  group  of  dishes  as 
well  as  the  four  New  Testament  scenes  in  be- 
tween, justifies  the  attribution  ot  the  Royal  dishes 
to  the  same  craftsman.  The  border  panels  of  the 
St.  James's  and  Buckingham  dishes  have  the  same 
four  scenes  of  the  washings  of  the  feet,  the 
appearance  on  the  road  to  Emmaus,  the  ap- 
pearance to  the  disciples  in  Jerusalem  and  the 
coming  of  the  Holy  Ghost,  whereas  the  St. 
George's  Chapel  dishes  have  bunches  of  fruit 
interspersed  with  cherubs'  heads. 

Associated  with  this  fine  dish  and  indeed  used 
with  it  as  altar  furniture  on  important  occasions, 
as  may  be  seen  in  the  pictures  of  Queen  Victoria 
receiving  the  sacrament  at  her  coronation  and  the 
wedding  of  the  Princess  Royal  (both  currently 
exhibited  in  'This  Brilliant  Year'  at  the  Royal 
Academy),  is  a  pair  of  dishes,  twenty  inches  in 
diameter,  chased  in  typical  Restoration  style  with 
large  flowers  and  foliage  and  cherubs'  heads  and 
m  the  centre  with  a  'Tudor'  rose  (No.  4).  There- 
are  no  signs  that  these  pieces  ever  bore  any  marks, 
although  as  partly  the  case  with  the  larger  dish, 
they  may  have  been  chased  away  in  the  decor- 
ation. Although  not  denying  the  addition  they 
obviously  make  to  the  massed  effect  of  altar 
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4.  One  of  a  pair  of  alms  dishes,  unmarked, 
probably  1660.  Diameter:  20  inches 

splendour  on  great  occasions,  it  must  be  admitted 
that  in  the  somewhat  restless  exuberance  of  their 
design  they  appear  somewhat  over-emphatic. 
They  can  be  identified  in  the  1832  inventory  as  in 
their  present  location.  These  and  the  Last  Supper 
dish  Oman  considers  to  have  been  part  ot  the 
plate  made  for  the  coronation  of  Charles  11, 
together  with  the  unmarked  gold  chalice  now  in 
the  Tower,  as  well  as  the  two  pairs  of  feathered 
flagons,  which  remained  in  the  Chapel  Royal 
until  at  least  1925,  but  since  the  latter  bear  the  'dl' 
monogram  discussed  above,  they  would  appear 
somewhat  doubtful  in  this  category. 

In  remarkable  contrast  to  all  the  other  pieces  is 
the  remaining  example  of  the  Charles  n  period, 
the  delightful  plain  communion  cup  and  cover  of 
1664  (No.  5).  This  stands  eight  and  seven-eighths 
inches  high  overall  and  bears  the  maker's  mark 
'ia'  in  script  monogram.  The  arms  and  cypher 
of  Queen  Anne  appear  to  have  been  entirely  re- 
engraved  and  not,  as  in  some  other  cases  with  the 
Royal  plate,  altered  from  those  of  the  sovereign 
111  whose  reign  the  piece  was  made.8  This  cup 
appears  as  part  of  the  Kensington  Palace  Chapel 
plate  in  the  1832  inventory  and  seems  likely  to 
have  been  the  chalice  used  for  private  services. 
How  interesting  it  would  be  to  know  whether 
the  High  Anglican  sympathies  of  the  last  of  the 
Stuart  sovereigns  led  her  to  private  communions 
on  saints'  days  or  other  personal  occasions. 


5.  Plain  communion  cup  and  cover,  1664, 
maker's  mark  'ia'  in  script  monogram. 
Height:  8|  inches. 
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6.  Pair  of  chalices,  c.  1660,  maker's  mark  'in', 
a  bird  below,  with  covers,  one  1660,  the  other 
unmarked,  perhaps  later.  Height:  io§  inches. 
Pair  of  standing  patens,  c.  1660,  maker's  mark 
on  one  'ia'  in  script,  the  other  unmarked. 
Diameter:  8^  inches. 

We  move  on  to  the  handsome  pair  of  chalices 
with  their  covers  and  accompanying  standing 
patens  (No.  6).  These  tell  a  different  story,  since 
the  maker's  mark  which  alone  the  chalices  bear, 
'in',  a  bird  below,  is  of  the  Charles  11  period, 
whereas  the  arms  and  cyphers  engraved  on  the 
bowls  and  patens  are  those  of  William  and  Mary. 
This  maker's  mark  is  found  on  a  tankard  of  the 
Barber  Surgeons'  Company  of  1663  and  in  fact 
one  of  the  covers  bears  the  date-letter  for  1660. 
The  engraving  of  the  arms  on  the  chalice  and 
paten  to  the  right  in  illustration  is  of  a  much 
lighter  nature  than  on  the  left  and  the  character  of 
the  surmounting  crowns  is  also  different.  This 
leads  to  the  conclusion  that,  as  in  the  case  of  the 
Maundy  Money  dish  in  the  Tower,  which  is 
hallmarked  for  1660,  but  engraved  with  the  arms 
of  William  and  Mary,  we  have  here  .111  interesting 
example  of 'up-dating'  of  pieces  already  in  Royal 
possession  to  indicate  the  'take-over'  of  the 
glorious  Revolution.  It  is  also  apparent  on  close 
inspection  that  the  chased  decoration  of  the 
patens  (one  of  which  bears  a  maker's  mark  'ia'  111 
script,  apparently  the  same  as  the  1664  cup)  and 
also  of  the  covers  vanes  in  that  the  pieces  with  the 
tighter  engraving  have  also  a  firmer  ind  slightly 
more  laboured  technique  suggesting  careful 
copying  of  the  earlier  examples.  To  r  these 
pieces  provide  an  interesting  detective 
their  origin.  All  can  be  identified  in  th 
inventory  as  at  St.  James's. 


In  chronological  order  we  come  next  to  the 
splendid  pair  of  candlesticks  of  1 7 1 7  (No.  2).  The 
raison  d'etre  for  these  remains  obscure  as  there  is  no 
other  Royal  chapel  plate  of  the  same  date.  They 
are  identifiable  in  the  1832  inventory  as  part  of  the 
Whitehall  Chapel  furnishings  'Two  large  Altar 
Candelabra  with  scroll  and  foliage  shafts,  on 
triangular  bases  with  cherubs'  heads,  rosettes  etc, 
chased  with  Crown  and  cypher  gr  3  feet  high'. 
They  bear  the  maker's  mark  of  Benjamin  Pyne, 
one  of  the  leading  goldsmiths  of  the  period,  free 
of  the  Coldsmiths'  Company  in  1676,  who  in 
1685  billed  the  banker  Sir  Richard  Hoare  for  'A 
chocolate  dish  of  Esqr  Pepys'  and  who  by  the 
early  eighteenth  century  was  probably  the  lead- 
ing maker  in  London,  producing  many  muni- 
cipal maces  and  regalia  and  church  plate  apart 
from  domestic  pieces.  It  seems  possible  that  Pyne 
may  have  been  required  to  produce  candlesticks 
which  relate  to  the  examples  of  1694  at  St. 
George's  Chapel,  Windsor,  which  have  similar 
cherubs'  heads  and  rosettes  to  the  bases,  although 
the  latter  are  also  decorated  with  panels  of  Saint 
George  and  the  dragon  and  are  generally  more 
ornate. 

From  here  we  move  forwards  over  a  century 
to  the  pair  of  standing  patens  of  1821  (No.  7) 
bearing  the  maker's  mark  'we',  probably  for 
William  Eaton.  These  bear  the  arms  of  George  IV 
and  come  from  the  large  service  originally  made 
for  the  Private  Chapel  at  Brighton  Pavilion  and 
are  listed  in  the  1832  inventory  as  'Two  round 
nine  and  a  quarter  inch  salvers  with  gadrooned 
borders'.  The  rest  of  this  service  is  now  used  in  the 
Private  Chapel  at  Buckingham  Palace  and  com- 
prises a  pair  of  candlesticks  by  Philip  Rundell  and 
a  pair  of  chalices  modelled  on  the  Chapel  Royal 
examples  by  the  same  maker,  1820,  a  pair  of 
flagons  of  1 819,  a  pair  of  alms  dishes  and  a  pair  ot 


patens  all  by  the  same  maker  as  the  Chapel  Royal 
patens.  1  S2  1 .  The  large  patens  here  illustrated  are 
now  devoted  to  the  Epiphany  Offerings  of  gold, 
incense  and  myrrh,  as  I  am  informed  by  the  Sub- 
Dean  of  the  Chapels  Royal,  Canon  Mansel, 
whose  kind  co-operation  in  the  preparation  of 
this  survey  I  warmly  acknowledge.9 

Finally,  to  show  that  the  thread  ot  history 
stretches  down  to  the  present,  I  illustrate  the  latest 
addition  to  the  plate  of  the  Chapel  Royal,  the 
fascinating  altar  cross  made  by  the  doyen  of 
English  goldsmiths  of  today,  Leslie  Durbin. 
which  is  delightfully  fixed  to  appear  suspended  in 
the  air  against  the  reredos  curtains  of  the  altar 
(No.  8).  This,  presented  by  an  anonymous  donor, 
bears  the  inscription  'This  Cross  is  dedicated  in 
thanksgiving  for  the  twenty-fifth  Anniversary 
of  the  Marriage  between  Her  Majesty  Queen 
Elizabeth  11  and  His  Royal  Highness  The  Duke 
of  Edinburgh  20th  November  1972.  Robert 
Londini.  Dean'.  The  cross  is  given  an  unusual 
effect  by  the  rippled  wave-like  surface,  which 
catches  the  light  from  various  angles  and  appears 
to  scintillate  as  the  viewer  changes  position.  And 
so  it  floats  above  the  altar  at  which  the  heritage  of 
the  past,,  which  it  has  been  my  privilege  to 
describe  in  this  survey,  is  still  employed  in  its 
sacred  purpose. 


Arthur  Gnmwade  is  a  Director  of 
Messrs.  Christie,  Manson  and  Woods, 
London. 
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7.  Pair  of  credence  patens  by  William  Eaton, 
1 82 1.  Diameter:  9^  inches. 


NOTES 

1.  Treasury  Papers.  Public  Record  Office, 
ccxxxv. 

2.  Somerset  House  Chapel  and  the  German 
Chapel.  In  1721  the  former  was  occupied  by 
the  German  Lutheran  Chapel  set  up  in  1700 
by  Queen  Anne  for  her  consort  George  of 
Denmark.  In  1781  the  congregation  moved 
to  what  became  known  as  the  German 
Chapel,  which  was  in  fact  the  Queen's 
Chape]  adjoining  Marlborough  House, 
started  by  Inigo  Jones  in  1623  for  the 
proposed  bride  of  Charles  1,  the  Infanta  of 
Spain  and  completed  for  Henrietta  Maria. 
The  Lutheran  congregation  remained  here 
until  1902,  when  the  Danish  congregation, 
having  shared  its  use  from  the  1860s,  took 
over  the  chapel  and  remained  in  occupation 
until  1936,  after  which  it  returned  to  Royal 
use  and  was  restored  to  as  near  its  original 
state  as  possible  under  the  aegis  of 

Queen  Mary. 

3.  Op.cit. 

4.  Antiquaries  Journal,  Vol.  xiv. 

5.  Antiquaries  Journal,  Vol.  xv,  p.  134. 

6.  Charles  Oman,  'English  Church  Plate', 
plate  128. 

7.  Idem.,  plate  127. 

8.  The  ring  surmounting  the  cover  is  a  most 
unusual  feature.  I  cannot  recall  another 
example. 

9.  The  Epiphany  offerings  in  the  Chapel  Royal 
have  a  history  of  over  eight  hundred  years. 
For  a  description  of  the  ceremony  sec 
Sheppard,  'Memorials  of  St.  James's  Palace', 
Part  hi,  Chapter  4. 


8.  Altar  cross  by  Leslie  Durbin,  1972. 
Height:  i8|  inches. 
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Geoffrey  de  Bellaigue 


In  the  year  that  the  future  King  George  iv  came  of  age  and  moved  into 
Carlton  House,  the  American  War  of  Independence  ended  and  peace  treaties 
were  signed  with  the  American  States  and  their  European  allies.  The  Prince's 
mother,  Queen  Charlotte,  was  not  slow  to  avail  herself  of  the  presence  in  Paris 
of  the  wife  of  the  British  Ambassador  who  had  signed  the  treaty.  She  asked 
the  Duchess  of  Manchester  to  buy  for  her  'some  trifling  things'  to  be  sent  to 
London  by  diplomatic  bag.1  Though  we  do  not  know  what 
George  iv's  first  purchases  of  French  furniture  may  have  been,  it  is  likely  that 
he  too  was  quick  to  take  advantage  of  the  peace  to  go  shopping  in  Paris. 


THE  mood  was  one  of  reconciliation.  On 
20  January  1783,  the  day  of  the  signing  of 
the  preliminaries  of  peace,  the  due  de  Croy  gave  a 
big  supper  party  to  which  he  invited  Alleyne 
Fitzherbert,  the  British  plenipotentiary,  'commc 
l'anglomanie  gagnait  chez  nous,  et  encore  plus  la 
francomanie  a  Londres'.2  Four  months  later  the  due 
de  Chartres  (the  future  due  d'Orleans)  who  was  a 
leading  anglophile  and  a  friend  of  George  iv  was 
being  feted  at  Carlton  House.  Parisian  fashions  and 
taste  became  all  the  rage  in  London  just  as  English 
fashions  did  in  Paris. 

Though  George  iv  imported  a  considerable 
quantity  of  French  furniture  throughout  his  life  the 
identification  of  his  first  Parisian  purchases  presents 
problems  in  the  absence  of  detailed  invoices.  The 
evidence  in  the  early  years  is  circumstantial.  We 
know  that  by  1784  he  was  already  an  importer  of 
French  works  of  art  -  in  this  case  Sevres  porcelain 
bought  directly  from  the  Sevres  manufactory.3  We 
also  know  that  in  the  furnishing  of  Carlton  House 
he  was  adopting  practices  in  vogue  in  Paris  at  the 
time.  For  example  an  entry  in  an  'Estimate  of 
Debts',  27  October  1784,  reads,  'Fitting  and 
Furnishing  the  Inside  with  Furniture  for  Two 
Seasons'.4  The  expression  'for  two  seasons'  only 
makes  sense  if  translated  into  French.  George  iv  was 
adopting  a  practice  which  prevailed  in  Versailles 
and  other  French  royal  residences  of  having  two  sets 
of  coverings  for  the  seats,  beds  and  curtains  of  each 
room,  a  'meuble  d'ete'  and  a  'meuble  d'hiver' 
which  alternated  according  to  the  seasons.  If 
George  iv  adopted  French  customs  for  the  cover- 
ings of  his  chairs  might  he  not,  one  wonders,  have 
/one  one  step  further  and  imported  French  chairs  to 
s  these  coverings  ?  It  is  perhaps  significant  that  the 
'Estimate'  was  in  the  name  of  Guillaumc  Gaubert, 
himself  an  expatriate  Frenchman,  who  was  lodged 


in  Carlton  House  and  was  employed  to  supply,  and 
in  some  cases  to  design,  ornaments  and  furniture  for 
this  residence  during  the  period  1783  to  1787. 

The  first  interiors  of  George  iv's  residences, 
Carlton  House  and  Brighton  Pavilion,  struck  the 
prince's  contemporaries  as  French  in  style.  In  1785 
Horace  Walpole  visiting  Carlton  House  was  re- 
minded of  the  Hotel  Bourbon-Conde  in  Paris  built 
by  Brongniartin  1780. 5  Rowlandson's  aquatint  of 
the  Saloon  at  Brighton  Pavilion  in  1789  would  not 
have  been  out  of  place  in  an  illustrated  guide  to 
fashionable  Parisian  interiors.6  An  alternative  de- 
sign, though  not  carried  out,  was  even  more  French 
in  style.  It  was  submitted  by  a  Frenchman,  the 
Parisian  marchand-mercier,  M-E.  Lignereux.7 
French  artists  were  employed  to  paint  trophies, 
flowers  and  scenes  on  overmantels  and  overdoors. 
At  Carlton  House  Jirouard  Le  Girardy  was  most 
active  during  the  years  1783  to  1786. 8  He  was 
succeeded  by  J -J.  Boileau,  A-J.  Chantepre,  and  L-A. 
Delabriere.  Delabriere  was  possibly  the  same  artist 
who  had  worked  on  the  comte  d'Artois'  pavilion  in 
Paris,  Bagatelle,  the  last  word  in  style  when  it  was 
completed  in  1777. 9  Even  when  craftsmen  with  un- 
questionably Anglo-Saxon-sounding  antecedents 
were  employed  they  too  are  sometimes  revealed  on 
analysis  to  have  had  close  ties  with  France.  John 
Shcringham,  the  paper  hanger  and  decorative  artist, 

Colour. 

A.  Cabinet  stamped  by  Martin  Carlin 
(maitre-ebeniste,  1766-1785)  which  is  fitted 
with  plaques  of  Sevres  porcelain.  Made  between 
1783  and  1785  it  was  probably  purchased  for 
Carlton  House  by  Dominique  Daguerre. 
b.  Astronomical  clock  byJ-A.  Lepine 
(matire-horloger,  1 762-1 8 1 4) 
which  was  purchased  by  King  George  iv 
in  1790  direct  trom  the  clockmaker. 
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is  a  case  in  point.  He  is  credited  with  having  brought 
over  from  France  Boileau  and  Delabriere,  who,  as 
we  have  seen,  were  employed  at  Carlton  House.10 
He  was  also  an  active  importer  of  French  wallpapers 
during  the  late  1780s1 1  and  he  may  well  have  used 
some  of  these  imports  for  his  work  at  Brighton 
Pavilion  in  1789  and  at  Carlton  House  in  the  early 
1790s.  His  bills  certainly  refer  to  the  use  of 
'trench  paper  .  .  .  french  Arabesque  paper  .  .  .  french 
border  .  .  .'. 12 

Against  this  background  and  in  such  settings  it 
would  be  strange  indeed  were  we  to  find  George  iv 
confining  his  purchases  of  furniture  to  English 
pieces.  From  about  1 786  onwards  the  bills  survive  in 
greater  abundance,  and  they  certainly  prove  that  by 
then  his  practice  of  buying  French  furniture  and 
ornaments  was  well  established.  An  account  in  the 
name  of  Louis  Weltje,  George  iv's  cook  who  was 
also  employed  as  agent  in  the  purchase  of  furniture 
for  Brighton  Pavilion,  lists  payments  for  freight 
and  customs  duties  on  clocks,  ornaments  and 
furniture  during  the  period  1786  to  27  January 
1 790. 13  Some  of  these  imports  are  described  as 
coming  from  Paris  and  others  as  being  shipped  from 
Dieppe.  In  the  same  account  there  is  an  entry 
covering  the  purchase  at  Christie's  in  1788  of  an 
inkstand  belonging  to  the  French  ambassador,  the 
comte  d'Adhemar.14  Of  greater  consequence  is  an 
entry  dated  12  July  1787  which  reads:  'pd  Mr. 
Daguer  for  ornaments  &c  1,300'. 

This  entry  is  the  earliest  reference  in  the  royal 
accounts  to  the  famous  Parisian  marchand-mercier, 
Dominique  Daguerre,  who  came  to  England  in 
1787  by  virtue  of  the  Treaty  of  Navigation  and 
Commerce  between  Great  Britain  and  France.  The 
treaty  was  signed  in  September  1786,  and  in  the 
following  year  George  iv  prevailed  upon  him  to 
take  over  the  decoration  and  furnishing  of  Carlton 
House  in  succession  to  Gaubert,  who  to  his  chagrin 
was  assigned  the  inferior  role  of  superintendent  of 
the  Carlton  House  furnishings. 

Though  the  ornaments  supplied  by  Daguerre  for 
Brighton  Pavilion  cannot  be  traced  111  the  absence  of 
detailed  bills,  some  of  his  purchases  for  Carlton 
House  can  be  identified.  Daguerre  evidently  con- 
tinued to  place  his  orders  for  the  Carlton  House 
furnishings  with  the  same  craftsmen  whom  he  had 
employed  for  the  furnishing  of  the  French  King's 
and  Queen's  apartments  in  Versailles  and  other 
French  royal  residences,  such  as  the  ebeniste,  Adam 
Weisweiler,  and  the  menuisier,  Georges  Jacob.  The 
style  of  the  furniture  was  the  one  prevailing  in  Paris, 
the  Louis  xvi  style.  This  is  certainly  borne  out  by  the 
Chinese  Drawing  Room  at  Carlton  House  dating 
from  about  1790. 1-1  Indeed  for  Daguerre,  the  most 
fashionable  Parisian  tm  hand-mercier  of  his  time,  to 
have  tried  to  fob  off  onto  his  most  important 
English  client  any  Frem        niture  other  than  that 


1  Armchair  [fauteuil  meublant)  stamped  by  Gcorgcsjacob 
(maitre-menuisier,  1 765—1 814)  which  was  supplied  for 
Carlton  House  by  Dominique  Daguerre  probably  in 
the  late  1780s.  It  was  intended  tor  a  bedroom. 


2.  Detail  showing  Daguerre's  label  on  the  armchair  (No.  1). 
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which  was  in  the  latest  taste,  would  have  done  his 
reputation  no  good,  and  might  well  have  led  to  his 
dismissal  by  George  iv. 

There  is  certainly  nothing  dated  about  the  sets  of 
seat  furniture  by  Georges  Jacob  which,  on  the 
evidence  of  the  labels  pasted  to  the  frames  of  four  of 
the  sets,  can  be  identified  as  forming  part  of 
Daguerre's  imports  for  Carlton  House  (Nos.  i  to 
9). 16  The  carved  decoration  of  the  chairs  intended 
for  the  Bedroom  and  the  Drawing  Room  at 
Carlton  House  is  particularly  rich  and  is  in  character 
with  the  furniture  supplied  by  Jacob  and  other 
menuisiers  in  the  1780s  for  Louis  xvi  and  Marie- 
Antoinette.  For  example,  the  distinctive  decoration 
on  the  Drawing  Room's  two  tete-a-tetes  and  four 
settees  -  a  repeating  pattern  of  single  flower-heads 
within  roundels  separated  one  from  the  other  by 
stylised  leaf  decoration  and  partly  overlaid  by  a 
broken  line  of  horizontal  bars  (No.  8)  -  appears  on 
tw  o  sets  of  furniture  owned  by  Louis  xvi.  One  set, 
which  was  made  for  the  comte  de  Vaudreuil,  was 
purchased  by  Louis  xvi  in  1788,  who  in  1791  added 
two  matching  sofas  by  Sene  and  Laurent.17  The 
other  set  consisting  of  sixteen  armchairs  was  sup- 
plied by  Jacob  in  1787  for  Louis  xvi's  Salon  desjeux 
at  Saint-Cloud. 1H 

In  the  case  of  the  mahogany  seats,  their  decor- 
ation is  much  more  austere,  but  if  anything  they 
are  stylistically  more  advanced.  The  use  in  the  1780s 
in  Paris  of  gilt  bronze  plaques  and  pine-cone  fmials 
also  in  gilt  metal  for  the  decoration  of  chairs  is 
exceptional.  Likewise  the  piercing  of  the  backs  of 
the  seats  and  the  use  of  mahogany.  These  last  two 
features  are  characteristically  English  and  may  well 
be  evidence  of  the  influence  exercised  by  this 
country  on  French  furniture  at  that  time.  'On  veut 
etre  anglais  a  tout  prix\  Madame  d'Obcrkirch 
recorded  in  her  journal  on  her  visit  to  Paris  in 
1 786. 19  The  mahogany  seats  were  probably  in- 
tended for  use  in  a  library.  Such  appears  to  have 
been  their  function  in  Carlton  House.  In  an  in- 
ventory drawn  up  in  1792  four  armchairs  and  six 
chairs,  described  as  being  of  mahogany  with 
ormolu  enrichments,  were  in  the  Library  on  the 
attic  floor.20 

The  Jacob  seats  bought  for  Carlton  House  were 
evidently  going  to  be  used  in  the  same  manner  as  if 
they  had  been  ordered  for  a  French  royal  palace  or  a 
Parisian  hotel.  It  was  the  custom  in  France  to  have 
sofas  and  armchairs  of  a  large  size  placed  against  the 
walls  where  they  remained  (known  as  fauteuils 
meublants)  and  other  lighter  chairs  and  armchairs 
{fauteuils  courants)  for  moving  about  and  sitting  on 
within  the  rooms.  Significantly  both  these  terms 
appear  on  Daguerre's  labels.16 

There  were  other  seats  made  in  the  1780s  and 
early  1790s  for  Carlton  House  which  were  supplied 
in  London,  but  even  in  their  case  the  French 


3.  Armchair  by  Georges  Jacob  probably  purchased  by 
Daguerre  for  Carlton  House  in  the  late  1780s  or  early  1790s. 


4.  Detail  of  No.  3,  showing  a  contemporary 
Carlton  House  label  pasted  to  the  original 
French  late  eighteenth-century  webbing. 
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5.  Armchair  (fauteuil  courant)  stamped  by  Georges  Jacob 
which  was  purchased  by  Daguerre,  probably  in  the 
late  1 780s,  for  the  Drawing  Room  at  Carlton  House. 

influence  is  manifest.  The  London  joiner,  Francois 
Herve,  himself  an  expatriate  Frenchman,  supplied 
some  of  the  most  expensive  chairs  between  17^ 
and  1794.  The  stylistic  affinities  with  French  furni- 
ture of  the  seats  he  made  in  1 790  for  the  Chinese 
Drawing  Room  have  already  been  pointed  out.21 
Three  years  previously,  on  1  December  1787,  he 
had  provided  seats  for  George  iv's  Dressing  Room 
which  included  a  tete-a-tete  apparently  based  on  'a 
french  patron".  For  the  same  room  an  entry  dated 
16  May  1789  reads,  'For  glewing  together  a  french 
canopey  10s  6d'.22  The  word  'canopey'  should  be 
understood  in  this  context  as  the  gallicism  of  canape, 
meaning  settee.  Herve  was  therefore  merely  as- 
sembling a  French  settee,  which  for  convenience  of 
shipment  had  been  imported  broken  down. 

For  the  covering  of  the  Herve  furniture  and 
probably  also  of  thejacob  pieces  the  work  was  done 


6.  Settee  stamped  by  Georgesjacob,  which  is  en  suite  with 
the  bergere  illustrated  in  No.  7.  It  too  formed  part  of  the 
furnishings  ot  the  Drawing  Room  at  Carlton  House. 
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7.  Berghe  stamped  by  Georgesjacob,  which  was  purchased 
by  Daguerre  for  the  Drawing  Room  at  Carlton  House. 

in  London.  In  1789  the  Great  Drawing  Room  was 
being  redecorated  and  refurnished.  A  sample  arm- 
chair was  covered  in  blue  velvet  embroidered  in 
gold.  It  was  presented  to  George  IV  for  his  in- 
spection. The  coverings  were  approved  and  Peter 
Chomel,  the  London  embroiderer,  was  instructed 
to  go  ahead  with  the  recovering  of  the  remaining 
three  armchairs,  four  tetes-a-tetes,  four  settees  and 
thirty-six  armchairs  (Jauteuils  courants).  The  work 
was  to  be  done  'with  the  greatest  haste  possible  as 
it  was  absolutely  necessary  to  have  the  grand 
Drawing  Room  furnished  for  a  very  approaching 
Epocha  in  consequence  of  wich  I  was  obliged  to  go 
to  many  extraordinary  Expences  .  .  .'.  One  of 
these  expenses  incurred  by  Chomel  was  the  cost  of 
bringing  over  from  Paris  two  embroiderers, 
Madame  Dutilleu  and  her  daughter  and  a  book- 
keeper, M.  Vilquin.  The  total  bill  was  going  to  be 
,£5,680.  In  the  event,  this  particular  recovering  of 
the  seats  was  abandoned,  but  not  before  the  three 
French  nationals  had  reached  London.23 

This  illustration  shows  how  even  the  covering  of 
chairs  at  Carlton  House  might  in  exceptional 
circumstances  be  partly  undertaken  by  Frenchmen. 
In  this  case  there  is  a  strong  possibility  that  the 
armchairs  and  settees  which  were  going  to  be 
entrusted  to  the  Dutilleus  were  the  same  seats  which 
were  supplied  by  Daguerre  'pour  le  Sallon'  and 
made  in  Paris  by  Georgesjacob  (Nos.  5-8). 


9.  Armchair  stamped  by  Georgesjacob  and  purchased  by 
Daguerre  tor  King  George  IV  probably  111  the  Lite  1780s. 
It  was  among  the  Library  furnishings  at  Carlton  House 
in  the  early  1790s. 


8.  Detail  of  the  carving  on  No.  7. 
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George  iv  amassed  over  the  years  a  large  col- 
lection of  clocks.  Though  not  a  horologist  or  a 
collector  of  clocks  in  the  same  sense  as  his  father, 
George  in,  he  nevertheless  made  many  important 
acquisitions,  valuing  his  purchases,  one  suspects, 
more  for  the  beauty  of  their  cases  than  for  the 
complexity  or  quality  of  their  movements.  His  pre- 
Revolutionary  purchases  included  clocks  with 
movements  by  Parisian  clock  makers,  such  as  C-G. 
Maniere  {maitre-horloger,  1778),  Nicolas  Sotiau 
(maitre-horloger,  1782-1791)  and  J-A.  Lepine 
{maitre-horlogcr,  1 762-1 8 1 4) . 

Though  Maniere  is  better  known  today  for  his 
clocks  in  the  Empire  style,  some  of  his  movements 
are  also  to  be  found  in  clock  cases  in  the  Louis  xvi 
style,  such  as  the  'Drummer  Boy  clock'  supplied  for 
the  Chinese  Drawing  Room  at  Carlton  House  in 
about  1790.  A  clockmaker  who  worked  exclusively 
in  the  Louis  xvi  style  and  whose  work  is  much  rarer 
was  Nicolas  Sotiau.  On  the  basis  of  an  account  for 
the  repair  and  the  winding  of  clocks  at  Carlton 
House  covering  the  period  30  October  1788  to 
7  January  1 79 r ,  there  were  three  clocks  by  Sotiau 
at  Carlton  House.24  One,  with  the  clock  cylinder 
crowned  by  an  eagle  clutching  thunderbolts  and 
flanked  by  two  reading  figures,  was  in  the  Prince's 
Bedroom  (No.  10).  Another  of  the  same  design,  but 
with  the  figures  in  biscuit  porcelain  as  opposed  to 
gilt  bronze  (No.  11).  stood  on  the  chimney-piece  in 
his  Dressing  Room.  The  third,  its  clock  cylinder 
crowned  by  two  satyrs  and  flanked  by  two  sphinxes 
(No.  12),  was  in  'the  small  room'.  To  these  three 
Mrs.  Fitzherbert  added  a  fourth,  as  a  birthday  gift  to 
King  George  iv.25 

As  Sotiau's  working  life  as  maitre-horloger  only 
lasted  from  1 782  to  1791  the  date  of  manufacture  of 
his  clocks  can  be  limited  to  a  span  of  ten  years. 
Sotiau  is,  however,  unlikely  to  have  been  per- 
sonally responsible  for  the  clock  cases  in  which  he 
fitted  his  movements.  The  clock  incorporating  two 
seated  figures  reading  was  a  popular  model  and 
many  survive  with  movements  by  other  clock- 
makers,  including  one  in  the  Royal  Collection  with 
a  movement  by  J- A .  Lepine.  It  is  likely  that  a  bronze 
manufacturer,  a  mattre-fondeur-ciseleur  specialising 
in  clocks,  would  have  made  the  cases  and  then  sold 
them  to  the  clockmakers,  in  this  instance  Sotiau. 
He,  111  turn,  having  inserted  his  movements  and 
dials,  probably  sold  these  clocks  to  Daguerre  who 
then  offered  them  to  George  iv.  It  is  perhaps 
significant  that  111  the  sale  of  Daguerre's  imports 
held  at  Christie's  on  25  and  26  March  1791  two  of 
the  three  named  clocks  were  by  Sotiau.  one  of 
which  appears  to  have  been  of  the  same  design  as  the 
matching  clocks  recorded  earlier  in  Carlton  House. 

Lepine  was  in  the  forefront  of  fashion.  In  an 
inventory  of  c  1<  >cks  belonging  to  Louis  xvi,  which  is 
dated  1  Januar\    788,  thirty  are  listed,  whereas  he 


owned  no  clocks  either  by  Sotiau  or  by  Maniere.26 
In  1790  George  iv  purchased  direct  from  Lepine  j 
two  clocks  for  the  large  sum  of  ^3,250. 27  Of  these, 
the  one  known  as  'la  grande  Liseuse'  cannot  be 
identified  among  those  which  survive  in  the  coj- 
lection.  The  other  and  more  important  one  is  the 
splendid  astronomical  clock  in  gilt  bronze  and 
white  marble  which  is  illustrated  in  colour  b.  The 
plain  centre  dial  is  signed  by  an  enameller  whose 
signature  is  only  in  part  legible  '(b.  .  cho.v)'  and  the 
other  two  enamelled  with  jewel-like  decoration  by 
Jean  Coteau  (c.  1783-after  18 12). 

Another  French  clock  in  the  Louis  xvi  style 
which  George  iv  acquired  in  the  eighteenth  century 
was  the  one  here  illustrated  by  a  drawing  taken 
from  a  pictorial  inventory  of  some  of  the  contents  I 
of  Carlton  House.  The  inventory  was  made  for 
George  iv  and  dates  from  c.  1 826-1828  (No.  13). 
The  clock  was  purchased  for  ^105  by  George  iv 
111  June  1792  from  John  Sheringham.  the  same 
John  Sheringham  who  was  employed  at  Brighton 
Pavilion  and  Carlton  House  to  hang  wallpaper  and 
paint  decorative  wall  panels  in  the  late  1780s  and 
early  1790s. 

The  clock  case,  which  is  of  marble,  stands  on  a 
gilt  bronze  base  and  represents  a  bacchante  reclining 
on  a  tambour  de  basque  which  contains  the  movement 
and  dial.  The  original  movement  and  white  enamel 
dial  were  replaced  in  the  nineteenth  century  by 
B.  L.  Vulliamy  who  inserted  his  own  movement, 
numbered  1345.  and  an  engine-turned  dial  of 
silvered  metal.  The  design  of  the  case  is  unusual. 
The  figure  is  a  copy,  with  some  minor  modifi- 
cations, of  Clodion's  life-size  figure  ot  a  naiad 
which  dates  from  1783  and  formed  part  ot  the 
sculptural  decoration  of  the  baths  in  the  baron  de 
Bczenval's  hotel  in  the  rue  de  Grenelle.28 

The  practice  ot  decorating  furniture  with  Sevres 
porcelain  plaques  was  at  its  most  popular  in  France 
from  the  mid  1760s  to  the  mid  1780s.  It  was  a  form 
of  decoration  which  was  promoted  above  all  by 
Dominique  Daguerre  and  his  predecessor  Simon- 
Philippe  Poirier.  We  might  expect,  therefore,  to 
find  some  such  pieces  among  Daguerre's  purchases 
for  Carlton  House  in  the  1780s.  The  1792  inventory 
suggests  that  this  may  well  have  been  the  case.  In  the 
Gallery  stood  'A  Superb  Table  in  porcelain  en- 
riched with  Or  Molu'  and  facing  the  chimney-piece 
in  the  Saloon  (attic  storey)  a  'beautiful  Commode 
enrich'd  with  the  Seve  porcelain  &.  Or  Molu'.2g 

Though  the  table  cannot  be  identified,  the 
commode  may  be  the  one  illustrated  in  colour  A. 
Stamped  by  the  ebenisrc  Martin  Carlin  (maitre- 
ebeniste,  1 766-85),  it  is  mounted  with  two  large  oval 
plaques  on  the  front  and  four  rectangular  plaques  on 
either  side.  Each  plaque  has  a  speckled  turquoise 
blue  and  gold  border  and  is  painted  in  reserves  with 
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io.  Clock  in  marble  and  bronze,  partly  gilt  partly  patinated, 
which  is  also  by  Sotiau.  It  formed  part  of  the  furnishings  of 
King  George  iv's  Bedroom  in  the  late  1780s. 

flowers;  on  the  front  the  flowers  are  in  baskets 
suspended  by  a  mauve  ribbon  tied  in  a  bow  and  on 
the  sides  they  are  in  bunches  tied  with  ribbons  of 
differing  colours.  The  reserves  are  frames  with 
bands  of  gold  tooled  with  a  pattern  of  imbricated 
discs. 


The  approximate  date  of  manufacture  of  the 
chest  of  drawers  can  be  established  by  means  of  its 
plaques.  Though  the  two  large  ones  are  undated  the 
eight  smaller  plaques  bear  the  Sevres  date-letters  'ff' 
for  1783.  Of  the  three  artists  who  were  employed  in 
their  decoration  -  a  gilder,  a  painter  of  borders  and 
a  flower  painter  -  only  the  gilder,  Vincent  jeune 
(active  175  3-1 806),  has  inscribed  his  mark  on  the 
reverse  of  the  eight  small  plaques.  However,  an 
additional  inscription  on  one  ot  these  plaques 
provides  a  clue  to  the  identity  of  the  painter  of  the 
borders.  It  reads:  'Bordure  fond  pointille  de  Mr 
Taillandier,  Bleu  Celeste,  di[x]  neuf  hgnes  .  .  .'. 
Taillandiez  excelled  in  this  speckled  ground  colour- 
ing and  his  name  became  synonymous  with  this 
form  of  decoration  even  in  his  life-time.  In  this 
instance  he  was  probably  personally  responsible  for 
the  work.  On  2  August  1783  he  received  1  livre  10 
sols  per  plaque  for  '8  petites  plaques  Cintrees  fond 
pointille  Bleu'.30  Another  entry  in  the  artists' 
ledger  may  provide  the  name  of  the  artist  who 
painted  the  flowers.  The  entry,  dated  1  July  1783 
under  the  flower  painter's  name  Edme-Francois 
Bouillat,  known  as  Bouillat  pere,  reads:  '8  plaques 
Cintres  Bouquet  noue  d'un  Ruban'.3 1  To  complete 
the  story  the  sales'  ledgers  record  the  sale  to 

1 1.  Clock  by  Nicolas  Sotiau  (maitre-horhger,  1782-1791) 
which  stood  on  the  chimney  piece  in  George  iv's 
Dressing  Room  in  the  late  1780s.  The  two  figures, 
Le  Philosophe  and  L' Etude,  are  in  Sevres  biscuit  porcelain 
after  models  by  L-S.  Boizot  dating  from  1780. 
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12.  Of  white  marble  and  gilt  bronze,  this  clock  by  Sotiau, 
which  dates  from  the  late  1780s,  was  recorded  in  a  'small 
room'  at  Carlton  House  in  1792. 


13.  Drawing  of  a  clock  from  a  pictorial  inventory  of  the 
contents  of  Carlton  House  which  dates  from  c.  1826/8. 
The  clock  was  purchased  by  King  George  iv  in  1792. 
The  female  figure  in  white  marble  is  based  on  a 
life-size  figure  modelled  by  Clodion  in  1783. 
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Daguerre  during  the  second  half  of  1783  of  eight 
plaques  valued  at  96  livres  each.32  These  were  the 
only  plaques  sold  as  a  set  of  eight  that  year. 

While  the  identification  of  the  large  oval  plaques 
in  the  Sevres  ledgers  is  more  hazardous  in  tjje 
absence  of  any  date-letters,  they  bear  the  marks  of 
the  gilder  —  in  this  case  Jean-Pierre  Boulanger, 
known  as  Boulanger  pere  (active  1 754-1 784)  -  and 
of  the  flower  painter  who  was  once  again  Bouillat 
pere.  Two  entries  under  Bouillat's  name  in  the 
artists'  ledger  for  1783  could  refer  to  the  two 
plaques;  one  dated  19  April  lists  two  large  oval 
plaques  painted  with  baskets  of  flowers,  and  the 
other  dated  9  July,  which  is  the  more  likely 
candidate,  refers  to  two  large  oval  plaques  each 
painted  with  a  basket  of  flowers  attached  by  a 
ribbon.33  Equally,  the  plaques  may  well  have 
formed  part  of  Daguerre's  purchases  in  the  second 
half  of  1783;  these  included  pairs  of  plaques  at  120 
and  144  livres  each.34 

On  the  evidence,  therefore,  of  the  plaques  which 
were  clearly  intended  to  be  fitted  to  Carlin's  chest  of 
drawers,  this  piece  of  furniture  can  only  have  been 
completed  by  Carlin  in  his  workshops  during  the 
period  which  extends  from  the  end  of  1783  to 
6  March  1785,  the  date  of  his  death.  There  is  also 
every  reason  to  believe  that  it  was  commissioned  by 
Daguerre  who  almost  certainly  sold  it  direct  to 
George  iv. 

George  iv  emerges  from  this  rapid  survey  of  his 
early  purchases  of  French  furniture  as  an  en- 
thusiastic collector  with  a  discerning  eye  who  was 
captivated  by  the  prevailing  Paris  fashions  and  who 
modelled  his  interiors  at  Carlton  House  and 
Brighton  Pavilion  on  those  in  comparable  resi- 
dences in  France.  Though  Daguerre  must  have 
played  a  key  role  in  the  purchase  and  arrangement 
of  this  Louis  xvi  furniture,  the  taste  was  un- 
doubtedly George  iv's.  His  enthusiasm  for  the  Louis 
xvi  style  both  predated  and  outlived  Daguerre's 
involvement  in  the  furnishing  of  Carlton  House.  It 
was  also  unaffected  by  the  eclipse  of  the  style  in 
France  brought  about  by  the  French  Revolution. 

George  rv  remained  true  to  the  Louis  xvi  style' 
right  to  his  death.  He  was  in  this  respect  an  arch  j 
conservative.  Perhaps  the  most  striking  illustration  j 
is  his  purchase  in  1825  of  the  comtesse  de  Provence's  I 
magnificent  jewel  cabinet  made  byJ-H.  Riesener  in  I 
c.  1780.  It  was  this  same  cabinet  which  Napoleon  j 
had  rejected  in  181 1  as  being  too  old  fashioned.35 
But  there  are  numerous  other  examples.  Even  in 
1829,  the  year  before  he  died,  we  find  him  buying 
Sevres-mounted  furniture  made  in  Paris  some  sixty 
years  earlier,  such  as  a  bonheur-du-jour  by  Carlin, 
which  matched  another  he  had  bought  four  years 
previously,36  and  an  oval  writing-table  by  Roger 
Lacroix  which  is  also  mounted  with  a  porcelain 
plaque.37 
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By  concentrating  exclusively  on  George  iv's 
purchases  of  Louis  xvi  furniture,  one  might  be 
tempted  to  conclude  that  his  whole  career  as  a 
collector  was  determined  by  the  style  he  favoured  as 
a  young  man,  and  that  like  his  father  he  came  to 
despise  'what  I  am  not  accustom'd  to'.  But  this 
would  be  a  totally  misleading  appreciation  of 
George  iv  as  a  collector.  At  the  same  time  as  he  was 
buying  old-fashioned  Louis  xvi  furniture  by 
Riesener,  Carlin  and  Weisweiler,  he  was  also 
purchasing  up-to-date  pieces  in  the  latest  idiom:  in 
1803,  Egyptian  inspired  Neo-classical  furniture  by 
M-E.  Lignereux; ,K  between  1810  and  1 8 1 5 ,  Empire 
clocks  and  candelabra  from  P-P.  Thomire,  the 
fashionable  manufacturer  of  gilt  bronze  ornaments 
who  was  extensively  patronised  by  Napoleon;39  in 
the  1820s  Restanration  furniture  by  the  Bellangers 
and  G-A.  Jacob-Desmalter.40  Right  up  to  his  death 
George  iv  was  open  to  new  ideas,  to  new  styles,  to 
new  trends.  His  purchases  of  furniture  in  the  Louis 
xv  style  reveal  yet  another  aspect  of  his  collecting, 
.ip.  antiquarian  interest,  but  this  deserves  a  special 
study  by  itself,  and  has  no  place  in  this  article 
concerned  with  George  iv's  early  enthusiasm  for 
and  lasting  commitment  to  the  Louis  xvi  style. 
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The  Royal  Library  at  Windsor  Castle  contains  some  twenty  thousand  drawings 
which  have  been  collected  by  various  English  sovereigns  over  a  period  of  more 
than  four  hundred  years. 


The  earliest  item  recorded  in  the  collection  is 
what  was  later  called  the  'Great  Booke'  con- 
taining drawings  -  about  eighty  in  number  -  by 
Holbein  of  members  of  the  court  of  Henry  vm 
which  are  still  among  the  most  conspicuous  glories 
of  the  collection.  This  volume  certainly  belonged  to 
Edward  vi  and  may  possibly  have  come  into  the 
possession  of  his  father  when  Holbein  died  in  1543. 
The  drawings  do  not,  curiously  enough,  contain 
any  portrait  of  Henry  but  they  include  repre- 
sentations of  many  of  the  most  famous  men  and 
women  of  his  reign,  from  the  tough  courtiers,  the 
'New  Men'  such  as  Sir  Henry  Guildford,  to  the 
gentle  victims  of  Henry's  tyranny,  such  as  Sir 
Thomas  More  and  the  poet  Earl  of  Surrey.  Some  of 
the  drawings,  like  those  of  More  and  his  family 
(No.  1),  are  studies  for  portraits  which  survive  111  the 
original  or  are  known  from  copies,  but  others  may 
have  been  intended  to  be  complete  in  themselves, 
because  the  fashion  for  portrait  drawings,  either  in 
three  chalks  or  just  touched  with  colour,  was 
becoming  widespread  at  this  time  all  over  Europe. 
The  earlier  ones,  such  as  those  of  the  More  family 
made  during  Holbein's  first  visit  to  England  in 
1 526-1 528,  are  subtly  modelled  in  chalks  only; 
others  dating  from  a  later  period  are  boldly  touched 
with  pen  and  are  often  on  a  pinkish  prepared 
ground. 

The  'Great  Booke'  had  a  strange  history.  At  the 
death  of  Edward  vi  it  passed  -  by  what  means  we 
do  not  know  -  to  his  Lord  Chamberlain,  Henry 
FitzAlan,  Earl  of  Arundel,  who  bequeathed  it  to  his 
son-in-law,  Lord  Lumley.  At  his  death  in  i6oy  it 
was  acquired  by  Henry,  Prince  of  Wales,  elder  son 
ot  James  1.  He  left  the  book  to  his  younger  brother, 
later  King  Charles  1;  but  it  was  not  to  remain  for 
long  in  Royal  possession,  for  the  King  gave  it  to 
Lord  Pembroke  in  exchange  for  Raphael's  painting 
of  St.  George,  which  had  been  sent  to  Henry  VII  by 
Guidobaldo  da  Montefeltre,  Duke  of  Urbino,  but 
had  also  left  the  Royal  Collection.  Pembroke 
immediately  gave  the  Holbein  volume  to  his 
brother-in-law,  the  collector  Thomas  Howard, 


Earl  of  Arundel.  The  next  firm  fact  known  about 
the  history  of  the  'Great  Booke'  is  that  it  was  back  in 
the  Royal  Collection  by  1675,  having  presumably 
been  bought  by  Charles  11,  but  when  is  not  known. 
The  drawings  do  not  seem  to  have  been  much 
appreciated  till  they  were  'discovered'  by  Queen 
Caroline,  consort  of  George  11,  in  1 727,  taken  out  of 
the  book  and  framed  to  hang  in  her  rooms  first  at 
Richmond  Lodge  and  then  at  Kensington  Palace. 
Under  George  111  they  were  taken  out  of  their 
frames  and  put  back  into  a  book  to  protect  them 
from  the  dangerous  exposure  to  light.  In  the 
nineteenth  century  they  were  once  again  taken 
out  of  the  book  and  set  in  sunk  mounts  to  prevent 
them  from  rubbing  against  the  opposite  page  ot  the 
book. 

This  complicated  story  illustrates  first  the  hazards 
which  threaten  the  very  existence  of  drawings  (the 
Holbeins  incidentally  probably  survived  the  fire  at 
Whitehall  in  1698)  and  also  the  extraordinary  gaps 
in  our  knowledge  of  the  history  of  many  drawings 
in  the  Royal  Collections.  (Drawings  are  much 
more  difficult  than  pictures  to  trace  in  inventories  as 
they  are  often  only  listed  in  groups  and  under  vague 
labels.) 

The  same  uncertainty  is  to  be  found  in  the  history 
of  the  second  great  acquisition  made  for  the  Royal 
Collection,  that  of  the  volume  of  drawings  by 
Leonardo  da  Vinci,  more  than  six  hundred  in 
number,  representing  by  far  the  most  splendid 
collection  of  drawings  by  his  hand  in  the  world.  We 
know  that,  like  the  Holbeins,  they  belonged  to  Lord 
Arundel,  and  we  know  that  Queen  Mary  showed 
them  to  Constantine  Huygens,  secretary  to 
William  111,  in  September  1690,  that  is  to  say  a  few 
months  after  she  and  her  husband  had  come  to 
England.  They  had  certainly  not  had  time  to  buy 
them  and  it  is  extremely  unlikely  that  James  11  - 
whose  interest  in  the  arts  was  slight  -  had  bought 
them,  so  one  is  forced  to  conclude  -  but  it  is  only  a 
hypothesis  -  that,  like  the  Holbeins,  they  had  been 
bought  by  Charles  11. 

It  is  obviously  impossible  in  a  few  sentences  to 
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give  any  impression  of  what  is,  I  think  it  would  be 
generally  agreed,  one  of  the  most  astonishing 
groups  of  drawings  that  have  survived  to  the 
present  day.  It  must  be  enough  to  say  that  they 
cover  the  whole  range  of  Leonardo's  vast  activity, 
from  the  slightest  scribble  noting  down  an  idea  - 
certainly  original  -  about  the  gesture  of  a  hand  or 
the  form  of  a  staircase,  through  his  precise  obser- 
vations of  scientific  facts  -  whether  in  anatomy, 
geology  or  botany  -  to  his  loftiest  imaginative 
creations,  the  storms,  the  allegories  and  the  ideal 
figures.  It  could  be  argued  that  nowhere  can  the 
workings  of  the  mind  of  a  great  artist  be  more 
completely  studied  than  in  these  drawings. 

Charles  i  owned  a  few  books  containing  draw- 
ings, apart  from  the  Holbeins,  but  they  are  so 
vaguely  described  in  his  inventory  that  it  is  im- 
possible to  identify  most  of  them.  In  the  case  of  one 
volume  the  name  of  an  artist  is  mentioned :  'Horatio 
Jentellesco',  that  is  to  say  Orazio  Gentileschi,  the 
Tuscan  artist  who  had  worked  for  Anne  of  Den- 
mark in  the  Queen's  House  at  Greenwich.  These 
are  no  longer  in  the  Royal  Collection  and  were 
presumably  lost  or  sold  under  the  Commonwealth. 
There  is  also  mention  of  a  volume  of  prints  said  to 
be  after  Michelangelo  and  there  is  some  reason  to 
think  that  it  also  contained  a  few  drawings.  These 
may  be  among  the  drawings  by  the  artist  still  at 
Windsor,  but  there  is  no  means  of  identifying  them. 


In  1735,  eight  years  after  Queen  Caroline  'dis-  i 
covered'  the  Holbeins,  a  list  was  made  of  the  other  , 
drawings  in  the  'Buro'  in  which  the  collection  was 
kept  and  this  shows  that  it  now  included  drawings 
attributed  to  a  number  of  sixteenth-century  Italian 
artists,  among  them  Raphael,  Michelangelo,  Giulio 
Romano  and  Paolo  Veronese.  Once  again  we  have 
no  positive  information  about  how  they  were  j: 
acquired,  but  by  a  process  of  elimination  we  come 
down  to  Charles  11  -  with  Queen  Mary  11  as  a  further 
possibility.  She  was  certainly  interested  in  the  I 
Leonardo's  and  may  possibly  have  added  drawings 
to  the  collection. 

The  first  member  of  the  House  of  Hanover  to 
show  enthusiasm  for  drawings  was  Frederick  8 
Prince  of  Wales,  son  of  George  11  and  father  of  y 
George  in,  who,  about  1750,  bought  from  Dr.  1 
Mead,  the  famous  physician  whom  Watteau  had 
earlier  come  to  London  to  consult,  a  volume  of 
drawings  by  Poussin  collected  by  the  artist's  friend  i 
and  patron  Cardinal  Camillo  Massimi.  The  volume 
contained  some  of  Poussin's  finest  drawings  (No.  2), 
but  it  also  marks  an  interesting  stage  in  the  history  of 
collecting,  as  it  seems  to  be  the  first  instance  of  a 
collector  deliberately  bringing  together  a  whole 
volume  of  drawings  by  a  single  artist  -  and  that 
incidentally  during  the  artist's  lifetime,  because  we  I 
know  that  the  volume  was  in  existence,  though  not 
necessarily  in  its  complete  form,  by  1648. 1 


2.  Nicolas  Poussin.  The  saving  ofPyrrhus,  pen  and  brown  wash,  210  x  346  mm. 


128 


The  Royal  Collection  of  Drawings 


It  was,  however,  under  George  in  that  the  most 
extensive  additions  to  the  collection  of  drawings 
were  made.  In  1762/3,  almost  certainly  on  the  ad- 
vice of  his  friend  Lord  Bute,  the  King  bought  two 
vast  collections,  one  belonging  to  Cardinal 
Alessandro  Albani,  the  other  formed  by  Joseph 
Smith,  English  Consul  in  Venice. 

Cardinal  Albani  had  inherited  a  great  part  of  his 
drawings  from  his  uncle,  Pope  Clement  xi,  who 
had  bought  large  collections,  including  those  of 
Cassiano  dal  Pozzo  (the  famous  archaeologist  and  a 
close  friend  of  Poussin),  the  painter  Carlo  Maratta 
and  another  painter,  Francesco  Raspantino,  who 
had  inherited  the  entire  studio  of  his  master 
Domenichino.  In  this  way  there  came  into  the 
Royal  Collection  huge  blocks  of  drawings  by  the 
then  most  famous  Italian  artists  of  the  seventeenth 
century:  the  three  Carracci,  Domenichino,  Guido 
Reni,  Guercino,  Andrea  Sacchi,  Pietro  da  Cortona, 
Bernini,  Maratta,  as  well  as  groups  by  the  early 
eighteenth-century  followers  of  Maratta,  no  doubt 
collected  by  Cardinal  Albani  himself  The  Albani 
collection  contained  a  second  volume  of  drawings 
by  Poussin  which  had  belonged  to  Pozzo,  who  also 
owned  a  large  collection  of  archaeological  and 
scientific  drawings,  the  former  containing  one  of 
the  most  important  records  of  ancient  statues 
excavated  in  or  near  Rome  in  the  sixteenth  and 
early  seventeenth  centuries,  and  the  latter  a  very  in- 
teresting series  of  drawings  of  scientific  specimens  - 
botanical,  zoological  and  geological  -  which  had 


3.  Giovanni  Benedetto  Castiglione. 
Moses  receiving  the  Tablets  of  the  Law, 
drawn  in  reddish-brown  oil  pamt, 

412  x  570  mm. 

4.  Anibale  Carracci. 

Study  for  one  of  the  Atlantes  in  the  Farnese  Gallery,  Rome, 
black  chalk  heightened  with  white  on  grey-blue  paper, 
321  x  23 1  mm. 
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5.  Canaletto. 

View  oj  the  Thames  from  the  Garden  of  Old  Somerset  House, 
pen  and  grey  wash,  200  x  485  mm. 

6.  Stefano  della  Bella. 
Design  for  a  ballet  dress, 

pen  and  brown  ink  with  grey  wash,  300  x  200  mm. 


'P.  Mai 


im- 


probably belonged  to  the  Academy  of  the  Lincei,  of 
which  Pozzo  was  secretary. 

Consul  Smith's  collection  contained  many  draw- 
ings in  the  same  categories,  including  a  fine  series  of  I 
studies  by  the  Carracci  which  he  had  bought  from 
the  Bolognese  family  of  Bonfiglioli,  but  he  also  had  . 
a  taste  for  artists  not  represented  in  the  Albani 
collection,  such  as  the  Genoese  Castiglione,  and  , 
more    spectacularly    his    own    contemporaries,  ( 
Sebastiano    and    Marco    Ricci,    Piazzetta  and 
Canaletto,  whom  he  knew  intimately  and  for 
whom  he  acted  as  a  sort  of  unotficial  agent. 

The  result  of  these  acquisitions  is  that,  apart  from  j 
Leonardo  and  Holbein,  there  are  certain  later  artists 
whose  drawings  can  only  be  fully  studied  at  I 
Windsor  -  Domenichino  with  one  thousand  seven  1 
hundred  and  fifty  drawings,  Castiglione  with  over  j 
two  hundred  and  sixty,  Canaletto,  a  less  prolific 
draughtsman  with  more  than  one  hundred  and 
forty  out  of  less  than  three  hundred,  and  others,  1 
such  as  the  Carracci,  Guercmo,  and  Maratta  of  j 
whom  the  'holdings'  at  Windsor  are  only  equalled 
by  those  in  the  Uffizi  or  the  Louvre  or,  in  the  case  of 
Maratta,  Diisseldorf.  On  the  other  hand  there  are 
extraordinary  gaps.  Owing  to  the  rivalries  between 
artists  in  eighteenth-century  Venice  Consul  Smith  ] 
bought  no  drawings  by  any  of  the  Guardi  family 
and  only  one  by  a  minor  Tiepolo;  and  there  are 
hardly  any  drawings  from  Italian  cities  other  than 
Rome,  Bologna  and  Venice  -  except  for  a  beautiful 
series  by  the  Florentine  Stefano  della  Bella  (No.  6). 
Outside  Italy  the  same  unbalance  prevails:  no 
German  drawings  -  though  some  were  added  later ; 
from  France  magnificent  Poussins  and  a  superb 
group  of  Claudes  (No.  7),  the  origin  of  which  is  not 
known,  but  almost  nothing  of  interest  from  the 
eighteenth  century;  few  Flemish,  though  these 
included  three  by  Rubens,  and  even  fewer  Dutch. 
More  surprisingly  there  seem  to  have  been  very  tew 
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7.  Claude  Gel  lee,  LeLorrain. 
S.  Giorgio  in  I  'elabro, 

pen  and  brown  wash,  128  x  95  nun. 

English  drawings  at  this  date,  though  they  included 
three  by  Isaac  Oliver,  one  a  portrait  of  Queen 
Elizabeth.  The  largest  group  of  English  drawings 
consisted  of  those  by  George  111  himself  and  his 
daughters,  several  of  whom  were  talented  or  able 
draughtsmen. 

In  addition  to  these  groups  of  seventeenth-  and 
early  eighteenth-century  drawings  the  inventory 
made  towards  the  end  of  George  ill's  reign  lists  a 
very  important  series  of  drawings  by  sixteenth- 
century  Italian  masters,  about  the  source  of  which 
there  is  little  information.  A  few  bear  the  mark 
believed  to  be  that  of  Nicholas  Laniere,  who  had 
played  an  important  part  in  the  artistic  lite  ot  the 
court  of  Charles  1  and  Charles  11,  and  these  probably 
formed  part  of  the  drawings  mentioned  in  the  list  of 
1735,  but  the  greater  part  of  the  series  were 
probably  bought  by  George  ill.  Unfortunately 
there  is  no  inventory  of  the  Albani  collection  and 
the  lists  made  by  Consul  Smith  at  the  time  of  the  sale 
of  his  collection  to  the  king  only  mention  major 
items  among  the  drawings.  The  two  collections 
were  merged  when  they  came  to  Buckingham 
House  -  where  the  drawings  were  kept  under 
George  m,  together  with  the  magnificent  library 
which  he  had  also  bought  from  Smith  -  so  that 
there  is  no  means  now  of  telling  which  drawings 
came  from  which  collection.  Moreover  we  know 
that  drawings  were  acquired  in  other  ways.  Lord 
Bute  presented  a  small  group  of  studies  by  Guercino 
to  the  king,  and  the  Royal  librarian,  Richard 
Dalton,  certainly  made  purchases  for  the  collection 
on  his  visits  to  Rome.  These  probably  included 
some  of  the  Michelangelos  which  appear  to  have 
come  from  the  Palazzo  Farnese. 

But,  whatever  their  origin,  the  collection  of 
Italian  drawings  of  the  sixteenth  century  is  of  the 
highest  quality.  The  most  splendid  are  those  by 
Michelangelo  and  Raphael  (Nos.  8  and  y)  but  in 
addition  there  are  fine  groups  by  Fra  Bartolommeo, 
Parmigianino  and  Barocci,  and  single  rarities,  such 
as  drawings,  attributed  -  with  a  high  degree  of 
probability  -  to  Giovanni  Bellini  and  Giorgionc. 
The  few  Quattrocento  drawings  now  in  the  col- 
lection were  probably  there  by  this  date,  and  they 
include  works  by  Fra  Angelico,  Filippino  Lippi  and 
Signorelli. 

The  contribution  of  George  iv  to  the  collection 
of  drawings  does  not  compare  with  his  magnificent 
acquisitions  111  the  field  of  Dutch  paintings.  He 
bought  some  fine  drawings  by  Hogarth  and  a 

8.  Michelangelo. 
Hi  ad  <>/  ,1  youtli  (  ?), 

black  chalk,  2 1 2  x  142  mm. 
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9.  Raphahi. 

Study Jor  a  Resurrection, 

black  chalk,  266  x  223  mm. 


number  of  highly-finished  watercolours  by  various 
eighteenth-century  Dutch  landscape  painters, 
which  were  then  much  prized,  and  his  passion  for 
uniform  led  him  to  form  a  very  important  col- 
lection of  drawings  of  military  costume,  and  -  most 
important  of  all  -  he  laid  the  foundation  of  the 
collection  of  watercolours  by  Paul  and  Thomas 
Sandby,  which  has  been  steadily  added  to  until  very 
recently  and  is  now  unrivalled  in  scale  and  quality. 
In  particular  -  for  obvious  reasons  -  emphasis  has 
been  laid  on  their  drawings  of  Windsor  which 


cover  all  parts  of  the  Castle  and  many  features  of  the 
great  Park. 

Unhappily  neither  George  iv  nor  his  successors 
showed  any  interest  in  the  great  school  of  water- 
colours  which  took  place  during  their  reigns,  with 
the  result  that  though  there  are  more  than  five 
hundred  Sandbys,  including  small  studies  of  single 
figures,  there  are  no  Turners,  no  Constables,  no 
Cotmans  and  only  one  each  -  of  not  very  high 
quality  -  byj.  R.  Cozens  and  Girtm. 

Queen  Victoria  enjoyed  looking  at  the  drawings 
and  she  records  an  evening  with  Lord  Melbourne, 
spent  turning  over  the  pages  of  some  of  the  volumes 
containing  studies  by  Domenichino  but  she  had  to 
explain  to  him  that  some  of  the  pages  had  been 
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deliberately  stuck  together  because  the  drawings 
were  'not  acceptable',  presumably  because  they 
represented  nudes,  since  anything  more  indelicate  is 
unthinkable  with  that  artist. 

In  the  later  part  of  her  reign  her  librarian, 
Richard  Holmes,  made  a  few  important  acqui- 
sitions principally  in  the  field  of  German  drawings, 
adding  four  fine  Diirers  to  the  collection.  He  also 
bought  four  wash-drawings  by  Blake  probably  on 
the  basis  of  a  story  -  now  known  to  be  entirely 
mythical  -  that  Blake  had  been  for  a  time  drawing- 
master  to  the  daughters  of  George  ill. 

Queen  Victoria's  most  personal  contribution  to 
the  Royal  Collection  of  drawings  was  the  series  of 
watcrcolours,  commissioned  by  her  or  presented  to 
her,  representing  scenes  from  her  life  or  events  of 
her  reign.  Some  of  these  show  views  ol  the  various 
royal  palaces  and  parks,  but  many  show  the  Queen 
with  the  Prince  Consort  or  her  children  at  Windsor, 
Balmoral  or  Osborne,  and  others  represent  public 
events  such  as  the  Great  Exhibition  of  1851  or 
official  visits  to  Louis  Philippe  or  Napoleon  in  of 
France,  mainly  recorded  by  Eugene  Lami,  and  un- 
official holidays  abroad,  such  as  the  journey  up  the 
Rhine  in  1 845.  Perhaps  the  most  striking  of  all  is  the 
volume  celebrating  the  Great  Exhibition  with 
watercolours  by  Joseph  Nash,  which  were  repro- 
duced in  coloured  lithographs  in  Dickenson's  lolio 
volume  published  in  1854.  These  so-called 
'Souvenir  Albums'  form  a  unique  record  of  the 
Queen's  life  and  activities,  private  and  public.  The 
collection  also  contains  a  series  of  drawings,  water- 
colours  and  etchings,  some  by  the  Queen  herself, 
some  by  the  Prince  Consort  and  some  by  their 
eldest  daughter,  the  Princess  Royal,  who  later 
married  the  Emperor  Frederick  of  Germany. 

The  Prince  Consort  took  great  interest  in  the 
collection  of  drawings  and  began  a  systematic  re- 
organisation of  it  on  scientific  principles.  His  idea 
was  to  group  together  all  the  works  connected  with 
a  particular  artist,  not  only  the  drawings  but  also 
engravings  and  even,  where  they  were  available, 
photographs.  He  chose  to  begin  the  enterprise  with 
Raphael,  wisely  since  the  library  contained  not 
only  an  important  group  of  drawings  by  him  and 
members  of  his  studio,  but  also  a  very  fine  collection 
of  engravings  after  his  works  by  Marcantonio 
Raimondi  and  other  Italian  engravers  of  the  early 
sixteenth  century.  To  these  he  added  a  tew  photo- 
graphs, some  of  which  record  paintings  or  draw- 
ings which  have  since  disappeared.  The  result  was  a 
weapon  which  is  still  of  great  value  to  students  of 
Raphael,  so  valuable  indeed  that  the  Queen  re- 
cently offered  it  on  indefinite  loan  to  the  Print 
Room  of  the  British  Museum,  where  it  is  more 
readily  accessible  to  scholars. 

In  the  last  few  years  much  attention  has  been  paid 
to  the  physical  conservation  of  the  drawings.  The 


heat  and  humidity  of  the  print  room  have  been 
carefully  controlled  and  a  completely  new  system 
of  air-conditioning  is  being  installed.  Two  full-time 
restorers  are  employed  on  the  remounting  of 
drawings  which  are  in  need  of  it,  either  because  the 
cardboard  on  which  they  are  laid  down  —  like  all 
board  of  the  late  nineteenth  and  early  twentieth 
centuries  -  contains  acid  which  can  infect  the 
drawings,  or  because  they  are  so  fragile  that  the  only 
means  of  saving  them  from  further  deterioration  is 
to  put  them  between  two  sheets  of  perspex  —  a 
process  which  is  reversible  in  a  few  seconds  if 
necessary.  This  process  has  been  carried  out  for  the 
anatomical  drawings  of  Leonardo  which  are  on 
very  thin  paper  and  are  drawn  on  both  sides,  and  the 
process  will  be  continued  in  other  similar  cases. 

Complaints  are  sometimes  made  to  the  effect  that 
the  drawings  in  the  Royal  Library  are  not  more 
accessible  to  the  public,  but  in  fact  many  of  them  are 
made  available  in  various  different  ways.  A  selec- 
tion of  about  fifty,  changed  every  few  months,  is 
always  on  view  in  the  specially  designed  gallery  at 
the  entrance  to  the  State  Apartments  at  Windsor, 
and  others  are  frequently  lent  to  special  exhibitions 
in  England  or  abroad.  Twenty-five  were  lent  to  the 
Michelangelo  exhibition  at  the  British  Museum  in 
1975;  two  were  lent  to  the  Titian  exhibition  in 
Venice  last  autumn  and  three  will  go  to  the  Rubens 
exhibition  at  the  British  Museum  in  June.  Two 
major  exhibitions  of  drawings  have  already  been 
held  in  the  Queen's  Gallery  -  Leonardo's  drawings 
in  1969/70,  and  drawings  by  sixteenth-century 
Italian  artists  in  1972,  and  two  more  are  planned  for 
the  immediate  future,  one  of  Holbein's  drawings 
(and  paintings)  to  follow  the  current  Silver  Jubilee 

10.  Albrecht  Durer. 
A  greyhound,  black  ink, 
145  x  196  mm. 
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ii.  Leonardo  da  Vinci. 
Studies  of  horses,  pen  and  ink 
on  buff  prepared  paper,  217  x  149  mm. 

a.  Under  ordinary  light. 

b.  Under  ultra-violet  light. 


exhibition,  and  one  of  Italian  seventeenth-century 
drawings  to  come  immediately  after  that.  In  ad- 
dition a  large  selection  of  Leonardo's  anatomical 
drawings,  which  can  now  be  shown  individually 
since  they  have  been  remounted,  will  be  shown 
at  the  Royal  Academy  from  November  1977  to 
February  1978. 

The  conservation  and  scientific  examination  of 
the  drawings  at  Windsor  has  led  to  some  interesting 
and  surprising  results,  including  the  'addition'  of 
certain  drawings  to  the  collection. 

Many  years  ago  A.  E.  Popham  suggested  that 
examination  under  ultra-violet  light  might  reveal 
parts  of  the  Leonardo  drawings  which  had  for  one 
reason  or  another  -  and  the  scientists  cannot  really 
explain  the  phenomenon  -  disappeared.  The  ex- 
periment was  tried,  with  exciting  results.  For 
instance,  No.  11a  shows  a  famous  sheet  of  studies 
connected  with  one  of  the  artist's  equestrian  monu- 
ments as  it  appears  to  the  naked  eye,  but  seen  -  and 
photographed  -  under  ultra-violet  light  two  of  the 
horses,  of  which  only  fragments  are  faintly  visible 
to  the  eye  appear  as  complete,  and  a  dog.  the 
existence  of  which  is  only  just  traceable  normally, 
can  now  be  seen  in  its  totality  (No.  11b).  Investi- 
gation under  ultra-violet  light  was  carried  out  with 
interesting  results  on  a  number  of  other  drawings 


by  Leonardo,  but  m  other  cases  where  it  has  been 
tried  nothing  new  has  appeared.  Investigation  will, 
however,  continue. 

The  routine  processes  of  conservation  can  also 
produce  'additions'  to  the  collection.  When  the 
drawing  of  a  Bacchanal  by  Rubens  (No.  12a)  was 
lifted  from  its  mount,  in  preparation  for  sending  to 
the  British  Museum  exhibition,  it  was  found  to  have 
on  the  verso  a  series  of  sketches  also  from  the  hand  of 
Rubens  (No.  12b).  In  addition  to  being  very  lively 
drawings  these  are  of  considerable  interest  to 
specialists,  because  some  of  them  -  the  dead  Christ, 
the  figure  on  horseback  -  are  connected  with 
known  paintings  by  Rubens,  and  another  with  the 
man  in  a  turban  is  a  study  for  an  unexecuted 
composition,  and  the  group  of  saints  in  the  lower 
right  hand  corner  is  based  on  an  engraving  after 
Titian  which  Rubens  is  known  to  have  studied.  A 
black  chalk  drawing  of  two  lovers  by  Rubens  was 
also  found  on  the  verso  of  the  late  Self-portrait,  which 
will  also  be  shown  in  the  exhibition  at  the  British 
Museum.2  It  is  certain  that  new  drawings  on  the 
versos  of  other  sheets  in  the  collection  will  appear 
when  they  are  lifted.  In  some  cases,  particularly  in 
the  drawings  by  Guercino,  they  can  often  be  seen 
faintly  through  the  paper.  The  process  of  lifting  is 
delicate  and  the  job  will  take  a  long  time;  but 
discoveries  will  certainly  be  made. 

The  Royal  Collection  has  recently  acquired  -  or 
rather  re-acquired  -  an  interesting  group  of  draw- 
ings. At  an  unknown  date  just  after  the  first  war  a 
large  part  of  the  scientific  drawings  coming  from 
Cassiano  dal  Pozzo  were  sold,  presumably  on  the 
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assumption  that  they  were  of  no  interest.  These 
were  bought  by  a  London  dealer  and  many  have  tor 
the  moment  disappeared,  but  one  large  group, 
mainly  of  watercolours  of  botanical  specimens,  was 
eventually  bought  by  Sir  Rex  Nan  Kivell  who,  on 
hearing  that  they  had  come  from  the  Royal 
Library,  generously  presented  them  to  the  Queen 
so  that  they  might  rejoin  the  others  -  mainly  of 
geological  specimens  -  which  had  remained  at 
Windsor.  A  few  other  drawings  and  watercolours 
of  this  series  have  been  identified  in  English  private 
collections  and  the  owners  have  generously  agreed 
to  bequeath  them  to  the  Royal  Library.  In  this  way 
it  is  hoped  to  reconstitute  a  part  of  the  collection  of 
drawings  which  is  of  importance  in  itself  and  in 
which  George  in,  who  acquired  it  and  was  a  keen 
naturalist,  was  certainly  deeply  interested. 


-: 


12.  Peter  Paui  Rubens. 

a.  Recto  :  Bacchanal,  pen  and  brown  wash. 

b.  Verso  :  Sheet  of  studies,  pen  and  brown  ink, 
280  x  507  mm. 

NOTES 

1 .  For  a  full  account  of  this  volume  sec  the  present  writer's 
article  in  Master  Drawings,  xiv,  1976.  pp.  3  ff. 

2.  1  am  grateful  to  Professor  Michael  Jafle  and  Mr.  David 
Frcedberg  for  identifying  the  compositions  by  Rubens 
with  which  these  sketches  are  connected.  These  newly 
discovered  drawings  will  be  fully  discussed  in  the 
catalogue  of  the  British  Museum  exhibition. 

All  drawings  are  m  the  Royal  Library,  1 1  'indsor 
and  arc  reproduced  by  Gracious  Permission 
oj  Her  Majesty  The  Queen. 


Professor  Sir  Anthony  Blunt  is  a  former 
Surveyor  of  the  Queen's  Pictures. 
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In  recent  years  there  has  been  an  upsurge  of  interest  in  the  workings  of  historic  houses,  in  the 
planning  of  palaces,  and  also  therefore  in  the  history  of  how  furniture  was  used.  One  of  the  results 
of  this  activity  has  been  that  the  significance  of  the  state  bed  has  gradually  come  to  be  appreciated 
once  again,  and  there  is  now  reason  to  hope  that  the  few  surviving  specimens  will  soon  come  to 
enjoy  the  high  measure  of  protection  which  such  important  pieces  of  furniture  deserve. 

The  state  bed  was  a  symbol  of  majesty  or,  at  any  rate,  of  high  estate.  It  was  placed  formally  in 
the  state  bedchamber  of  a  grand  house  as  the  culminating  feature  of  a  carefully  devised  sequence 
of  state  rooms  where  the  intention  was  first  and  foremost  to  impress  the  visitor.  Because  of  the 
important  role  it  played,  much  ingenuity  and  trouble  was  bestowed  on  the  embellishment  of  the 
state  bed  and  it  was  commonly  by  far  the  most  expensive  piece  of  furniture  in  a  great  house. 


These  imposing  structures  have  not  so  far 
received  much  attention  from  furniture- 
historians,  largely  because  state  beds  have  not 
enjoyed  much  favour  with  the  collector  -  they 
bulk  too  large  and  are  costly  to  restore  -  and, 
when  all  is  said  and  done,  it  has  been  the 
collector's  interests  that  have  determined  the 
areas  in  which  the  furniture-historian  has  pursued 
his  studies.  The  scholar  tends  to  work  where  the 
interest  lies.  But,  now  that  interest  in  ancient 
furniture  has  spread  into  this  new  field,  spurred 
on  by  the  conservationist's  wish  to  understand 
more  clearly  how  furniture  fitted  into  its  original 
context,  the  state  bed  is  coming  once  again  to  be 
appreciated  for  what  it  was  -  not  merely  as  a 
tattered  wreck  that  is  a  nuisance  to  maintain,  but 
as  a  venerable  relic  that  once  played  a  role  of 
immense  significance  at  the  very  heart  of  the 
great  houses  we  all  so  greatly  admire. 

State  beds  all  over  the  country  are  therefore 
being  inspected  again  and  consideration  is  being 
given  to  how  they  can  best  be  preserved  and  how 
they  should  be  presented  to  the  visiting  public. 
These  are  questions  to  which  there  are  no  easy 
answers  but  which  we  must  try  to  understand 
before  irreversible  mistakes  are  made. 

It  seemed  appropriate  in  this  issue  com- 
memorating the  Jubilee  of  Her  Majesty's  ac- 
cession to  the  throne,  first  of  all  to  survey  the 
royal  beds  that  actually  survive,  and  it  was  only 
after  having  tried  to  do  so  that  it  became  clear 
how  very  few  specimens  have  come  down  to  us. 
This  is  surprising  if  we  consider  that,  from 
perhaps  1450  onwards,  each  monarch  on  ac- 
cession is  likely  to  have  ordered  new  beds  for  the 
state  bedchamber  of  the  principal  royal  resi- 
dences. Since  the  state  bed  was  such  a  focal  point 
of  courtly  ceremony,  few  monarchs  will  long 
have  remained  content  to  have  an  antique  bed 
standing  in  the  principal  room  of  their  respective 
palaces.  Evidence  of  this  is  already  forthcoming 

Colour. 

Queen  Anne's  state  bed  from  Windsor  (1714) 
in  its  new  setting  at  Hampton  Court. 
The  Department  of  the  Environment. 


from  the  reign  of  Queen  Elizabeth  I  when  the 
Swiss  scholar,  Paul  Hcntzner,  visited  Windsor 
Castle  in  1598  and  was  apparently  shown  five 
ancient  royal  beds  set  up  in  one  chamber  -  those 
of  Henry  vn  and  his  Queen,  those  of  Henry  vm 
and  Anne  Boleyn,  and  that  of  Edward  VI.1 
Moreover,  at  Hampton  Court  he  saw  a  bed  with  a 
tester  said  to  have  been  worked  by  Anne  Boleyn 
and  presented  to  Henry  VIII.  Queen  Elizabeth  no 
doubt  wanted  a  modern  bed  in  the  state  bed- 
chamber, but  she  clearly  liked  to  have  those 
splendid  antiques  standing  on  display  as  yet  a 
further  reminder  of  her  illustrious  descent. 
Monarchs  of  course  often  also  continued  to  order 
new  beds  right  through  their  reigns,  as  the  royal 
warrants  and  accounts  of  Charles  11  show2  and  as 
is  exemplified  by  the  Genoa  velvet  bed  Queen 
Anne  ordered  shortly  before  she  died  in  1714 
(colour). 

How  early  was  the  custom  established  where- 
by prominent  court  officials  removed  as  per- 
quisites the  complete  ammeublement  of  the  state 
bedchamber  after  a  monarch's  death?  Certainly 
by  the  second  half  of  the  seventeenth  century,  as 
three  magnificent  beds  at  Knole  prove  and  as  does 
that  at  Bhcklmg.  In  addition  an  order  was 
recently  discovered  in  the  Chatsworth  archives 
tor  'His  Majesty's  crimson  damask  standing 
bed,  hangings  of  the  room  and  window  curtains', 
as  well  as  the  associated  seat-furniture  and 
some  card-tables,  'to  be  sent  to  Devonshire  House 
this  evening'  on  5  June  1761  (after  the  death  of 
George  a).3  At  any  rate,  this  custom  will  have 
provided  yet  a  further  reason  why  an  incoming 
monarch  would  want  to  order  new  beds.  The 
number  of  eighteenth-century  trade  cards  of 
upholsterers  established  'at  the  sign  of  the  Royal 
Bed'  is  probably  evidence  of  how  numerous  were 
the  torn  missions  for  this  important  class  of 
furniture.  Each  of  the  tradesmen  who  sported 
such  a  sign  is  likely  to  have  pro\  ided  at  least  one 
such  bed  and  perhaps  more. 

However,  even  in  the  heyday  of  the  removal 
by  perquisite,  not  all  state  beds  were  removed  on 
the  death  of  a  monarch.  For  example,  Queen 
Anne's  bed  at  Warwick  Castle  (No.  4)  was  not 


removed  until  the  time  of  George  HI,  and  a 
number  of  state  beds  are  still  preserved  to  this  day 
in  the  various  royal  palaces,  as  will  be  seen.  In  the 
list  that  follows  I  shall  briefly  survey  some  state 
beds  made  for  monarchs  in  connection  with  court 
ceremony.  Then  follow  a  few  examples  of  beds 
ordered  by  members  of  the  nobility  in  order  to 
receive  a  monarch. 

1  KNOLE 

The  earliest  surviving  royal  bed  is  the  'Spangled 
Bed'  at  Knole  which  is  so  named  on  account  of 
the  sequins  sewn  to  the  white  silk  bands  of 
strapwork  ornament  applied  to  a  red  satin 
ground.  The  ornament  points  to  a  date  around 
1610-1620  and  Fanny  Burncy  in  1779  claimed  it 
was  'fitted  up  by  an  "Earle  of  Dorsette"  for  the 
bedchamber  ofjames  1'.  It  is  associated  with  an  x- 
frame  chair  of  state  (No.  1)  and  six  stools.  The 
writer  suspects  that  this  splendid  object  originally 
comprised  a  canopy  (an  'estate')  which  was 
suspended  over  the  chair  of  state,  the  curtains 
perhaps  being  made  from  some  associated  wall- 
hangings.  The  bed  seems  too  tall  for  a  bed  of  1620 
and  has  a  low  bed-head  in  front  of  its  headcloth  - 
a  feature  that  was  not  apparently  known  before 
about  1660.  The  bed  that  we  see  today  is  more 
likely  to  be  a  confection  of  about  1680,  made  with 
textile  components  provided  for  James  1,  and 
probably  provided  for  a. Royal  palace,  only  later 
to  be  taken  to  Knole.  Whatever  the  case,  this  bed 
remains  one  of  this  country's  great  national 
treasures. 

2  KNOLE 

The  impressive  cloth-of-gold  bed  at  Knole  has 
been  the  centre  of  much  attention  of  late  as  it  is 
being  restored  in  the  atelier  specially  set  up  at  the 
house  for  the  purpose,  much  of  the  laborious 
unpicking  of  old  repairs  being  carried  out  by  a 
well-organised  rota  of  voluntary  assistants  from  a 
local  nadfas  group. The  cover  of  a  stool  and  some 
of  the  curtains  have  so  far  been  strengthened  and 
restored.  The  fringe  in  particular  has  come  up 
superbly  and  once  again  provides  a  rich,  three- 
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i.  The  chair  of  state  associated  with  the 
'Spangled  Bed'  at  Knole,  probably  used 
by  James  i. 

dimensional  edging  to  the  components.  One  can 
already  obtain  some  idea  of  how  striking  the  bed 
itself  will  look  when  the  restoration  has  been 
completed.  For  this  is  the  most  splendid  of  all  the 
surviving  state  beds  and  is  still  accompanied  by  its 
associated  seat-furniture.  It  was  presumably  re- 
moved from  Whitehall  Palace  after  the  death  of 
Charles  u  or  James  II,  or  after  the  fire  of  i6yS. 

There  has  been  some  discussion  of  late  about  its 
date  and  provenance.  Current  thinking  m  infor- 
med circles  points  to  a  date  around  1685,  so  it  is 
more  likely  to  have  been  made  for  James  11  than 
for  Charles.  The  material  was  certainly  woven 
abroad  but  was  the  bed  itself  constructed  in  Paris 
or  in  London?  The  form  is  characteristically 
French  (with  slab-sided  tester  and  no  cornice)  but 
it  may  well  have  been  made  by  a  Frenchman 
working  in  London  -  perhaps  John  Paudevin  or 
one  of  the  other  promcncnt  French  immigrant 
upholsterers  working  over  here  for  the  Crown.  A 
similar  vellum  fringe  is  to  be  seen  on  an  important 
red  Genoa  velvet  bed  at  Holyrood,  on  a  red 
worsted  bed  at  Cotehele,  and  on  the  remnants  of 
the  "Queen's  Bed'  at  Ham  House,  all  of  which 
points  to  an  English  provenance.  But  the  arm- 
chairs seem  to  have  a  French  rather  than  .111 
English  conformation.4 

3  KNOLE 

There  can  be  no  doubt  that  the  so-called 
'Venetian  Ambassador's  Bed'  is  English  and  not 
French  because  it  has  a  flaring,  pierced  cornice  of 
a  type  not  favoured  in  France  but  which  was 
popular  in  England  and  Holland.5  It  was  made 
for  James  11  and  was  removed  from  one  of  the 
royal  palaces  by  the  sixth  Earl  of  Dorset.  It  has 
been  plausibly  attributed  to  Thomas  Roberts  but 
this  is  not  apparently  supported  by  din  umentary 
evidence,  Once  again  it  is  accompany  <!  by  its 
associated  seat-furniture  which  is  still  111  I  room 
with  it.  This  ensemble,  upholstered  in  a  lig  blue 
Genoa  velvet,  is  well  known  to  all  stud 
English  furniture. 


4  KENSINGTON  PALACE 

Bearing  the  cipher  of  James  11  and  Mary  ot 
Modena,  this  state  bed  was  formerly  much  taller, 
as  the  illustration  of  it  in  Pyne's  'Royal 
Residences',  1819,  shows.  It  was  then  standing  at 
St.  James's  Palace.  Pyne  also  shows  that  the 
corners  of  the  valances  should  project  to  balance 
the  cornice  (at  the  time  of  writing  these  flaring 
valances  have  been  exchanged  with  the  base- 
valances  so  that  they  are  at  present  set  between  the 
feet  of  the  bed).  The  Genoa  velvet  (the  term  is 
generic)  of  the  hangings  has  a  pattern  pre- 
dominantly rendered  in  a  striking  dark  inky  blue 
pile  which,  in  the  writer's  view,  is  likely  to  be 
French  rather  than  Italian.  A  velvet  of  the  same 


pattern  is  to  be  seen  on  a  pair  of  armchairs  at 
Knole'1  and  it  is  quite  possible  that  the  chairs  were 
originally  en  suite  with  the  bed.  The  hangings  are 
now  edged  with  a  Victorian  brown  plush  and  a 
worsted  tufted  fringe.  Two  are  currently  being 
repaired  at  the  textile  conservation  atelier  at 
Hampton  Court.  The  once  rich  embroider*  on 
the  headcloth  has  been  much  mutilated  in  past 
restorations  and  the  bed  now  presents  something 
of  a  forlorn  look. 


2.  The  state  bed  of  William  in  bought  from 
the  Earl  of  Jersey  in  1698.  The  curtains 
have  been  removed  for  conservation. 
The  Department  of  the  Environment. 
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5  HAMPTON  COURT 

The  handsome  red  velvet  bed  known  .is  'King 
William's  Bed'  (No.  2)  was  bought  by  that 
monarch  in  1699  from  the  Earl  otjersey,  his  Lord 
Chamberlain.  On  6  November  the  Earl  signed  .1 
warrant  'for  the  upholsterer  to  be  sent  to 
Hounslow  to  take  down  beds  and  other  furniture 
and  thence  to  Hampton  Court  to  sett  up  the 
necessary  furniture,  etc.'.7  During  the  next 
months  several  tradesmen  rendered  accounts  for 
having  'to  compleat  the  furniture  of  the  Crimson 
Velvet  Bed  sold  to  his  Majesty  by  the  Earl  of 
[fersey'.  Participating  111  tins  work  ot  adaptation 
w  ere  the  upholsterer  Richard  Bealing,  the  joiner 
Thomas  Roberts,  the  mercer  William  Sherrard, 
the  lacemaker  William  Elliot  who  supplied  the 
silver-gilt  'arras  lace",  the  fringemaker  Thomas 
Carr  and  the  feather-dresser  Jonathan  Chape. 
These  names  appear  111  the  bills.  In  addition  the 
royal  warrants  mention  a  merchant  named 
William  Portal  who  supplied  some  red  velvet  to 
repair  the  tour  cups  which  hold  the  plumes.8  The 
bed  w  as  formerly  protected  by  a  'tour  de  lit'  or 
'case-curtain'  w  hich  w  ent  round  (autour)  the  bed. 
It  w  as  of 'Crimson  broad  Taffaty'  (a  protective 
case-curtain  may  be  seen  in  No.  5). 

It  has  been  suggested  that  this  bed  once  had  a 
cornice  above  the  valances  but  brief  inspection 
revealed  no  evidence  that  this  was  so.  Indeed,  the 
present  conformation  would  be  perfectly  con- 
sistent with  the  form  of  bed  favoured  in  France 
for  purposes  of  state  -  in  contrast  to  the  'English' 
form  with  its  characteristic  flared  cornice.  The 
lied  is  currently  being  restored  at  the  Hampton 
Court  atelier.  It  required  two  new  curtains, 
bonegraces  (the  narrow  curtains  that  should  flank 
the  headcloth),  and  a  counterpoint,  all  of  which 
are  being  made  up  with  modern  materials. 

This  handsome  bed  has  en  suite  a  set  of  six  stools 
which  are  webbed  in  the  open  manner  favoured 
by  English  upholsterers.9  The  easy  chair,  how- 
ever, has  close-set  webbing  in  the  French  tradi- 
tion. The  strange  armchair  with  padded  arms  that 
also  belongs  with  the  set,  and  may  have  been 
added  specially,  is  curious  in  that  it  has  caning 
instead  of  webbing. 

6  WARWICK  CASTLE 

A  magnificent  state  bed  accompanied  by  its 
original  gilt  seat-furniture  has  long  been  one  of 
the  outstanding  sights  of  Warwick  Castle  (No.  4). 
The  guidebook  of  1 81 5  informs  us  that  the  suite 
belonged  to  Queen  Anne  and  was  given  'by  the 
present  king  [George  ill]  to  the  late  Earl  of 
Warwick'  (presumably  the  first  Earl,  who  died  111 
1773).  It  has  hangings  of  crimson  velvet  paned 
with  a  sea-green  and  yellow  figured  velvet  which 
appears  to  be  Chinese  (if  so,  it  is  a  very  early 
datable  example),  all  trimmed  with  a  tufted 
yellow,  pink  and  green  braid  and  lined  with 
green  silk.10  The  plumes  must  have  been  re- 
moved when  it  was  installed  in  the  bedchamber  at 
Warwick  which  is  probably  when  the  headboard 
was  re-covered  in  a  sprigged  green  satin  and  the 
Queen's  cipher  (re-)applied.  The  present  counter- 
point is  of  an  old  Genoa  velvet  to  which  the 
original  base-valances  have  been  attached,  a  set 
from  some  other  bed  now  serving  as  the  bed's 
actual  base-valances.  Comparison  between  Nos. 
3  and  4  will  reveal  some  of  the  alterations. 

4.  Queen  Anne's  state  bed  at  Warwick  today 
with  its  associated  gilded  seat-furniture. 
Lord  Brooke. 


3.  An  engraving  of  the  1840s  showing  Queen  Anne's  state  bed  set  up  at  Warwick  Castle  (No.  4). 

The  curtains  were  originally  longer  and  the  base-valances  were  then  in  their  correct  position. 

The  plumes  had  had  to  be  removed  when  the  bed  was  installed  at  Warwick  in  the  1770s.  Lord  Brooke. 
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I  6.  An  old  photograph  of  the  armchair 

associated  with  Queen  Anne's  bed  at 
I  Hampton  Court  (colour),  showing  the 

velvet  in  a  better  condition  than  it  is  today, 
i  Although  the  ensemble  was  made  for  the 

Queen's  State  Bedchamber  at  Windsor  Castle, 

the  seat-furniture  was  not  gilded. 


7  HAMPTON  COURT 

'Queen  Anne's  Bed'  (colour)  was  ordered  by  that 
Queen  for  her  Bedchamber  at  Windsor  Castle  in 
1714  but  was  only  delivered  some  months  after 
her  death.  The  warrant  of  27  July,  signed  by 
Lord  Shrewsbury,  describes  the  ensemble  as  a 
'Standing  bed  . .  .  large  armchair  [No.  6]  and  eight 
square  stools,  all  of  crimson  gold  and  white 
figured  velvet . . .'. 1 1  It  was  to  be  lined  with  white 
satin.  There  were  to  be  '.  .  .  case  curtains  to  the 
Bed  of  gold  coloured  silk'.  The  wooden  structure 
was  provided  by  Richard  Roberts,  thejoiner  (the 
successor  of  Thomas?)  and  the  upholsterer  was 
Hamden  Reeve.  Minor  work  was  handled  by 
Thomas  Hill  and  Jeremiah  Fletcher,  the  trim- 
mings came  from  William  Weekes,  and  the 
Genoa  velvet  was  supplied  by  the  mercer  John 
Johnson.  The  guide  to  Hampton  Court  of  1742 
describes  this  material  as  a  'rich  velvet  made 
in  England'  while  the  1755  guide  specifically 
mentions  Spitalfields.  Unladed  areas  show  that 
the  velvet  pile  was  a  greenish  gold  colour  with  red 
details,  on  a  white  ground.  A  curious  detail  is  that 
some  of  the  valances  arc  also  lined  with  this 
velvet. 

The  bed  was  still  at  Windsor  in  1819  when  it 
was  illustrated  by  Pyne,  set  up  in  the  Dining 
Room  (the  room  to  which  the  Gnnling  Gibbons 
carvings  were  subsequently  returned;  No.  5).  It 
was  moved  to  Hampton  Court  sometime  during 
the  second  quarter  of  the  last  century  and  stood 
incongruously  for  years  in  the  Saloon.  It  has  now 
been  refurbished  at  the  local  atelier  and  re-erected 
in  a  new  and  far  more  plausible  setting  in  what 
was  the  'Queen's  Presence  Chamber'  (colour). 


8  HAMPTON  COURT 

Yet  another  astonishing  state  bed  still  housed  in 
this  palace  is  that  made  in  1715  for  the  Prince  of 
Wales  (later  George  11),  presumably  when  he 
represented  his  father  when  the  latter  was  absent 
in  Hanover.  It  stands  over  nineteen  feet  high  and 
has  a  most  elaborately  convoluted  tester  (No.  7). 
There  is  a  fan-shaped  motif  over  the  head-board 
which  may  perhaps  represent  the  Prince's  ostrich- 
plume  device  although  such  a  motif  was  also  part 
of  the  standard  decorative  repertoire  of  the  time. 
It  had  two  large  armchairs  and  no  less  than 
eighteen  square  stools  en  suite  but  the  set  has 
largely  been  dispersed. 

The  warrant  signed  by  Lord  Shrewsbury  on 
28  March  171 5  shows  that  Thomas  Hill  and 
Jeremiah  Fletcher  were  the  upholsterers,  using 
crimson  silk  supplied  both  by  Richard 
Chamberlayne  and  by  John  Johnson  (mercers) 
and  trimmings  provided  by  the  laceman  William 
Weekes,  all  mounted  on  a  structure  provided  by 
Richard  Roberts. 1 2  At  the  back  of  the  tester  may 
still  be  seen  two  iron  brackets  into  which  the  rods 
for  the  red  taffeta  case-curtains  must  once  have 
fitted.  The  rod  was  apparently  gilt.  The  mirror 
by  Gumley  still  accompanies  the  bed. 

The  bed  was  cleaned  and  repaired  in  July  1728 
by  John  Gilbert,  an  upholsterer  who  may  well 
have  been  the  son  of  Philip  Guibert  (also  called 
Gilbert  in  some  documents  including  the  ac- 
counts of  the  Duke  of  Leeds) . 1 3 

8.  The  state  bed  of  George  11  at  Blickling. 
It  has  been  suggested  that  this  is  a  royal  canopy 
adapted  as  a  tester  and  headcloth  for  a  bed. 
The  National  Trust,  Blickling. 


7.  Detail  of  the  intricate  tester  of  the 
Prince  of  Wales'  (later  George  11)  state  bed 
at  Hampton  Court,  provided  in  1715. 
The  Department  of  the  Environment. 


9  BLICKLING 

The  state  bed  of  crimson  damask  is  recorded  as 
having  been  a  perquisite  acquired  by  the  second 
Earl  of  Buckinghamshire  as  Lord  of  the 
Bedchamber  to  George  [I,  on  the  latter's  death.  It 
bears  the  royal  arms  and  cipher  'gr',  and  is 
mentioned  in  a  guide  book  of  1808  (No.  8). 
Recent  study,  however,  seems  to  indicate  that  the 
bed  may  originally  have  been  a  state  canopy. 1 1 
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9.  Drawing  by  John  Vardy  for  a  state  bed 
for  St.  James's  Palace,  dated  1749.  A  bed 
following  this  design  is  at  Hardwick  Hall. 
Photograph  :  Victoria  and  Albert  Museum. 

10  HARDWICK  HALL 

Not  at  present  shown  to  the  public  is  one  of  the 
great  specimens  of  English  eighteenth-century 
furniture,  namely  a  state  bed  of  Genoa  velvet 
(which  was  possibly  woven  in  England)  that 
ought  to  date  from  about  1750  because  it  is  based 
on  a  design  for  a  state  bed  by  John  Vardy  for  St. 
James's  Palace  that  is  dated  1749,  now  in  the 
Victoria  and  Albert  Museum  (No.  9). 15  The 
drawing  shows  a  royal  crown  and  the  cipher  of 
George  11  while  the  bed  at  Hardwick  has  a  ducal 
coronet  and  the  cipher  of  a  Duke  of  Devonshire 
but  these  may  be  replacements,  it  being  rather 
more  likely  that  the  bed  was  royal  and  acquired  as 
a  perquisite.  This  extremely  handsome  bed  de- 
serves to  be  shown  but  needs  a  larger  room  than 
that  in  which  it  is  at  present  parked  (a  room, 
incidentally,  that  ought  somehow  to  be  shown  in 
its  own  right  as  it  was  originally  Bess  of 
Hard  wick's  own  bedchamber). 

11  HAMPTON  COURT 

A  great  favourite  with  the  public  on  account  of  its 
exquisite  needlework  is  Queen  Charlotte's  Bed 
which  originally  stood  at  Windsor  Castle  (No. 
10).  In  the  guide  to  the  Castle  of  1782  it  is 
described  as  having  been  'lately  set  up  by  order  of 
Her  present  Majesty' ;  it  had  a  white  satin  coun- 
terpoint, and  curtains  of  pink  and  green  silk 
embroidered  with  naturalistic  flowers.16  The 
embroidered  motifs  were  cut  out  and  re-applied 
to  a  dull  gold  ribbed  silk  in  ibcit  1955.  The 
original  hangings  were  worked  at  stablish- 
ment  run  by  Mrs.  Phoebe  Wright  •  nning 
young  girls  in  this  art.  It  had  been  up  in 
Newport  Street,  London  by  the  Qu  vho 
contributed  £500  per  annum  for  its  1. 
ance.17  The  school's  principal  task  was  ti 


duce  the  hangings  for  this  bed  which  are  known 
to  have  been  started  by  1772  when  one  delicate 
girl  was  allowed  to  take  a  piece  of  the  work  to 
embroider  at  home.  In  1776  Mrs.  Wright's  niece, 
Nancy  Wilton,  married  a  Joseph  Pawsey  who 
was  steward  at  Wrest  Park;  she  seems  to  have 
been  the  most  skilled  of  the  girls  as  in  August  of 
that  year  'her  Majesty  .  . .  herself  desired  that  Mrs. 
Pawsey  might  work'  the  headboard  'as  being 
most  seen'.  Mrs.  Wright,  who  had  brought  the 
art  'to  an  amazing  degree  of  Perfection  and  with  a 
degree  of  taste  unknown  before'  died  in 
November  1778  and  was  succeeded  by  her  niece 
who  introduced  'a  German  woman  who  has 
painted  Flowers  till  she  is  as  red  as  they".  This  was 
Mary  Moser,  a  skilled  flower  painter.  By  June 
1777  the  bed  was  'near  finished,  wanting  only  the 
festoon  at  the  bottom  of  the  Vase  to  be  worked', 
and  the  bed  was  apparently  installed  in  1778. 
There  are  two  armchairs  and  eight  stools  en  suite. 

Judging  by  the  form  of  the  cornice,  with  its 
corner  acroteria,  this  component  cannot  be  of 
that  date  and  the  present  writer  believes  that  the 
hangings  were  fitted  to  a  fresh  bedstock  that  was 
provided  about  1830  although  no  evidence  for 
this  is  known  to  exist.  In  favour  of  this  assertion  is 
the  flared  form  of  the  valance  which  projects  at 
the  corners.  Such  a  projection  ought  surely  to  be 
balanced  by  a  projecting  cornice  above. 


12  WINDSOR  CASTLE 

The  French  bed  of  about  1785  by  Henri  Jacob, 
now  at  Windsor,  was  probably  bought  by 
George  iv  who  evidently  decided  to  incorporate 
it  in  the  scheme  of  modernisation  being  carried 
out  by  Wyatville  in  the  mid  1820s.18  No.  14 
shows  it  in  a  proposal  by  Morell  and  Seddon  for 
the  'South  East  Tower'  (now  called  the  Victoria 
Tower).  In  1855  the  bed  was  enlarged  and 
furnished  with  new  hangings  of  violet  and  green 
silk  onto  which  were  applied  old  embroidered 
floral  motifs  (some  apparently  of  the  Wnght- 
Pawsey  school;  No.  10)  seemingly  taken  from  a 
canopy  that  had  formerly  hung  in  George  ill's 
Audience  Chamber.  The  bed  w-as  at  this  point 
fitted  with  a  footboard,  and  a  gilt  finial  was  set  on 
top  of  the  dome  instead  of  the  old  ostrich  plume 
panaches. 


10.  An  old  photograph  of  Queen  Charlotte's 
state  bed  (1772-1778)  at  Hampton  Court 
showing  the  needlework  executed  at  the  school 
of  embroidery  run  by  Mrs.  Wright  under  Royal 
patronage.  It  is  here  suggested  that  the  cornice 
may  be  of  later  date. 
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11.  Queen  Victoria  and  Prince  Albert's  bed 
at  Osborne  House,  provided  by 

Messrs.  Holland  and  Sons  in  1846. 
The  Department  of  the  Environment. 

13  OSBORNE 

Not  strictly  speaking  a  state  bed  at  all  is  the  bed 
provided  by  Holland  and  Sons  for  Queen 
Victoria  and  her  consort  for  their  summer  resi- 
dence on  the  Isle  of  Wight  (No.  n).  It  was 
considerably  less  grand  than  the  gilt  'State 
Bedstead'  made  for  Buckingham  Palace  by  the 
same  firm,  about  1855. 19  The  Osborne  bed  seems 
to  have  been  made  in  1846  when  the  grandest 
bedchamber  in  the  house  (Bedroom  No.  5)  was 
furnished.  It  is  described  as  a  'Mahogany  french 
Bedstead  with  panell  foot  reeded  columns .  .  .'.  It 
is  a  half-tester  as  was  normal  in  the  Victorian  era 
for  hung  beds,  and  had  chintz  hangings  which  it 
still  sports. 

14  THE  NEW  PALACE  AT  WESTMINSTER 
(THE  HOUSES  OF  PARLIAMENT) 

A.  W.  N.  Pugin  designed  what  was  perhaps  the 
last  royal  state  bed  to  be  made  in  this  country  (No. 
17).  It  was  to  stand  in  the  Speaker's  Residence  in 
the  new  building  where  there  was  to  be  a  'State 
Bedroom,  to  be  furnished  in  the  Mediaeval 
style'.20  In  1858  a  magnificent  bed  was  provided 
by  Holland  and  Sons  who  described  it  as  'a  walnut 
and  gilt  Arabian  bedstead  7'6"  by  6'6"  with 
ornamental  carved  decorations'.  The  Speaker 
moved  in  early  the  year  after.  It  had  been  the 
custom  for  the  monarch  to  spend  the  night  at  the 
Speaker's  residence  before  the  annual  opening 
of  Parliament.  The  last  monarch  to  do  so  was 
George  iv  in  1820.  When  the  New  Palace  was 
built  to  replace  the  earlier  building  that  was 
destroyed  in  the  fire  of  1834  provision  was  made 
for  reviving  the  custom  although  Queen  Victoria 
never  took  up  the  option  and  nor  did  Edward  vn. 
The  bed  was  still  there  in  1906  but  must  sub- 
sequently have  been  considered  redundant  and 
the  Ministry  of  Works  will  have  been  asked  to 
remove  it.  So  far  it  has  not  been  located  in  any 
of  the  depots  of  the  Department  of  the 
Environment.  Let  us  hope  it  will  one  day  re- 
appear. 

With  this  speculative  item  ends  our  list  of 
surviving  royal  beds.  The  list  could  be  con- 
siderably extended  if  one  included  beds  provided 
by  the  nobility  for  visiting  royalty.  A  few 
interesting  examples  may  be  cited: 

15  AUDLEYEND 

Provided  in  1786  by  Chipchase  and  Lambert 
when  George  ill  and  Queen  Charlotte  were  to 
visit  the  house  (No.  12).  In  1787  the  bed  was 
described  as  being  'grey  and  embroidered  most 
beautifully,  and  made  up  with  the  greatest  taste 
ever'.  A  certain  J.  Seneschal  charged  a  small 
amount  tor  work  on  the  bed  and  it  is  suggested 
that  work  from  an  earlier  state  bed  (and  perhaps 
even  ball  gowns)  were  incorporated  in  the  design. 
The  bed  seems  to  have  been  designed  with  a 
knowledge  of  Queen  Charlotte's  bed  at  Windsor 
(No.  10),  which  had  been  completed  less  than  a 
decade  before.21  It  is  currently  being  restored  at 
the  Victoria  and  Albert  Museum's  new  Textile 
Conservation  centre  at  Ostcrley  Park. 

12.  Carved  details  from  the  cresting  of  the  tester 
of  the  state  bed  from  Audley  End  (1786)  which 
is  being  restored  at  Ostcrley  Park. 
Photograph  :  Victoria  and  Albert  Museum. 


13  -  The  bed  provided  at  Bel  voir  Castle  for  use 
by  the  Prince  Regent  on  his  frequent  visits. 
The  Duke  of  Rutland. 

14.  A  proposal  of  the  late  1820s  by 
Messrs.  Morell  and  Seddon  for  the 
'South  East  Tower'  at  Windsor  Castle, 
incorporating  George  iv's  late  eighteenth- 
century  French  bed  by  Henri  Jacob. 
Messrs.  Sotheby  and  Company. 


16  BELVOIR  CASTLE 

A  handsome  parcel  gilt  mahogany  half-tester  bed 
hung  with  yellow  satin,  that  was  made  to  receive 
the  Prince  Regent  who  used  to  visit  the  Castle 
frequently  (No.  13). 

17  DRUMLANRIG 

A  domed  bed  en  polanaise  made  for  George  iv's 
important  visit  to  Scotland  in  1822  when  he 
stayed  at  Dalkeith  Palace.  It  is  old-fashioned  in 
form  and  may  perhaps  have  been  modelled  on  the 
King'sjacob  bed  at  Windsor  (No.  14). 

18  MAMHEAD 

In  1973  the  Victoria  and  Albert  Museum  acquired 
the  bed  and  some  of  the  other  furniture  made  to 
receive  Queen  Adelaide  in  about  1838.  As  a 
widow,  she  was  a  frequent  visitor  to  the  house. 
The  suite  is  in  the  Elizabethan  Style,  the  wood- 
work being  a  biscuit-colour,  while  the  hangings 
are  of  worsted  (No.  15).  It  was  presumably 
'esigned  under  Anthony  Salvin's  direction  and 


was  probably  executed  by  Morant's  of  88  New 
Bond  Street  who  were  the  principal  upholsterers 
at  the  house  in  the  1830s.22  There  is  no  room  in 
the  Museum's  English  nineteenth-century  gal- 
leries to  show  the  bed  at  present  although  a  chair 
from  the  suite  is  on  view. 

19  ARUNDEL  CASTLE 

A  magnificent  gilded  half-tester  bed  was  com- 
missioned for  a  visit  to  Arundel  by  Queen 
Victoria  and  the  Prince  Consort  in  1846  (No.  16). 
It  is  accompanied  by  a  dressing-table,  dressing 
glass,  wash-stand  (with  basins  andjugs  fitting  into 
recesses  in  the  marble),  a  towel-rail  and  chairs  all 
en  suite,  in  the  neo-Rococo  taste,  painted  white 
and  gold.  Since  the  firm  of  Morant  supplied  other 
furniture  for  the  house  at  this  period,  they  may 
have  produced  this  exceptionally  handsome  suite 
as  well.23 

This  hurried  survey  has  revealed  the  existence 
of  less  then  twenty  state  beds  with  firm  royal 
associations,  eight  of  them  dating  from  before 
1750.  There  are  perhaps  half  a  dozen  more  that 
have  not  been  noted  here.  Up  and  down  the 
country  there  may  be  some  sixty  more  state  beds 
making  a  grand  total  of  about  eighty  -  all  in 
varying  states  of  disrepair  and  all  in  need  of 
restoration.  As  our  awareness  of  the  significance 
of  these  beds  sharpens,  as  we  come  more  fully  to 
understand  the  central  role  they  played  in  the 
planning  of  palaces  and  great  houses,  the  need  to 
preserve  these  large,  fragile  structures  is  daily 
borne  more  urgently  in  upon  us.  The  present 
small  conservation  force  possessing  the  requisite 
skills  and  equipment  is  faced  with  a  formidable 
task.  This  kind  of  work  is  slow  and  funds  are  of 
course  limited.  Priorities  will  need  to  be  estab- 
lished and  temporary  measures  may  in  some  cases 
have  to  be  adopted  to  prevent  further  damage 
until  a  thorough  job  can  be  done. 

The  furniture-historian  and  curator  must  work 
in  close  contact  with  the  conservator  in  establish- 
ing the  priorities  and  then  in  deciding  what 
should  be  done  in  each  case.  For  this  reason  it  is 
important  that  the  history  of  the  bed  as  a  piece  of 
furniture  should  be  studied  at  least  as  closely  as 
other  classes  of  furniture  (closer,  indeed,  since  a 
far  larger  expenditure  of  time  and  money  can  be 
at  stake).  The  curator  must  also  try  and  under- 
stand the  merits  of  the  various  techniques  avail- 
able for  restoring  and  strengthening  ancient 
textile  materials  -  a  subject  unfortunately  atten- 
ded with  much  acrimony  as  the  protagonists  of 
the  different  systems  are  often  highly  critical  of 
each  other's  methods.  Does  one  paste  net  behind 
the  textile  with  a  suitable  adhesive  and  so  catch 
down  the  loose  threads  -while  at  the  same  time 
transfering  the  weight  to  the  modern  backing  (a 
method  which  its  advocates  insist  is  safe  and 
reversible  but  which  the  critics  believe  may  cause 
damage  to  the  textile  in  time)  ?  Does  one  fix  it  to  a 
new  backing  with  parallel  lines  of  stitching  (a 
flexible  method  but  one  which  some  critics  liken 
to  perforating  the  ancient  textile  like  a  stamp- 
edge)  ?  Or  does  one  attach  net  to  the  front  face  of 
the  textile  (which  lends  protection  to  the  face  but 
places  an  element  between  the  object  and  the 
beholder,  and  produces  a  certain  flatness  on 
materials  like  figured  velvet)  ?  These  are  difficult 
questions  to  resolve.  There  is  no  doubt  a  place  for 
each  of  these  techniques  (and  several  others)  to  be 
employed  according  to  the  circumstances.  To 
polarise  the  discussion  helps  no  one,  and  a  con- 
structive pooling  of  knowledge  in  this  field  is 
urgently  required. 


15-  Queen  Adelaide's  Bedchamber  at  Mamhead. 
The  bed,  presumably  designed  by  Salvin  about 
1838,  is  now  in  the  Victoria  and  Albert  Museum 
but  is  not  on  show. 
Photograph :  Country  Life. 


Below. 

16.  The  bed  provided  for  a  visit  by  Queen 
Victoria  and  Prince  Albert  to  Arundel  Castle 
in  1846,  with  some  of  its  associated  furniture. 
The  Duke  of  Norfolk,  Arundel  Castle. 
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Having  spent  much  time  and  money  on  the 
restoration,  moreover,  it  is  essential  that  the 
I  repaired  bed  be  adequately  protected  against 
I  damage  in  the  future.  Here,  too,  experts  in 
conservation  can  help  the  curator.  As  little  light 
(of  any  kind)  as  possible  should  be  allowed  to  fall 
on  ancient  textiles.  They  must  be  protected  from 
dust,  from  handling  (the  cleaning  staff  often  does 
more  damage  than  the  visiting  public,  be  it 
noted),  from  attack  by  insects,  and  from  damp. 
How  to  achieve  all  this  and  yet  enable  the  visitor 
to  see  the  bed  is  a  problem  with  which  the  curator 
needs  help,  not  only  from  the  conservator,  but 
often  also  from  lighting  experts  and  structural 
engineers.  Barrier  ropes  may  exclude  the  public 
but  they  do  not  protect  a  bed  against  the  battering 
resulting  from  the  assiduous  manipulation  of 
brooms  and  vacuum-cleaners.  Roller  blinds  may 
help  to  exclude  some  daylight  but  something 
more  effective  is  now  required  -  the  conservator's 
theoretical  ideal  being  total  darkness. 

Complete  protection  for  a  bed  with  delicate 
hangings  can  only  be  achieved  by  placing  it 
behind  glass  in  a  blacked-out  room,  the  lights 
switching  on  only  when  visitors  are  present.  This 
will  seem  extreme  to  some  but  many  of  the  most 
precious  survivals  of  this  astonishing  and  magni- 
ficent class  of  furniture  deserves  nothing  less  than 
the  fullest  protection.  There  are  two  forms  of 
glazed  protection,  the  case  built  round  the  bed 
itself  (the  Ice  Cube),  and  the  Tunnel  or  Viewing 
Pen  (the  first  of  these  two  is  suitable  for  bed- 
chambers set  on  an  enfilade)  to  which  visitors  are 
confined.  Some  feel  that  the  Ice  Cube,  which  has 
been  adopted  for  the  splendid  late  seventeenth- 
century  bed  at  Belvoir,  creates  too  large  and 
intrustive  a  block  in  the  chamber.  Moreover,  it 
cannot  embrace  the  upholstered  seat-furniture 
which  is  often  associated  with  a  state  bed;  as  the 
latter  is  normally  covered  en  suite  with  the  bed- 
hangings,  it  surely  deserves  the  same  degree  of 
protection.  Confining  visitors  to  a  glazed  view- 
ing pen  is  a  less  obtrusive  solution,  the  first 
example  will  be  unveiled  this  summer  at  Erthig 
when  the  Prince  of  Wales  opens  to  the  public  that 
new  National  Trust  property  on  the  borders  of 
his  Principality.24  Consideration  is  being  given  to 
the  provision  of  a  glazed  enclosure  at  Knole  to 
protect  the  cloth-of-gold  bed. 

Naturally  enough  there  are  those  who  fear  the 
introduction  of  glass  tunnels  into  staterooms  but 
sensitive  engineering  and  skilful  lighting  ought  to 
make  it  possible  to  devise  inoffensive  structures 
that  will  be  widely  acceptable.  If  not,  those  who 
want  to  present  their  state  beds  in  their  rightful 
setting  will  either  have  to  leave  the  actual  bed 
there  at  risk,  or  they  will  have  to  set  a 
reproduction  in  its  place  (in  cases  where  most  of 
the  hangings  have  anyway  to  be  re-created,  this 
might  be  no  bad  solution),  while  the  actual  bed  is 
removed  for  safe-keeping  elsewhere. 

There  is  not  space  here  to  discuss  such  questions 
in  detail  but  it  is  important  that  the  concerned 
public  should  realise  that  a  debate  is  currently 
taking  place  which  could  have  far-reaching 
effects  on  the  way  some  of  our  great  houses  arc 
presented  in  future  -  and,  indeed,  on  how 
substantial  a  part  of  each  of  the  great  beds  that 
have  come  down  to  us  will  be  present  for  our 
great  grandchildren  to  evaluate. 

The  Department  of  the  Environment  and  the 
curatorial  staff  at  Hampton  Court  deserve  great 
credit  for  having  devised  a  more  appropriate 
setting  for  Queen  Anne's  Bed  of  State  and  com- 
parison of  No.  5  and  the  colour  will  show  how 


far  we  have  come  in  the  field  of  bed-conservation 
in  a  century  and  a  half.  With  only  diffused 
daylight  coming  through  the  occuli  set  high  above 
the  main,  blacked-out  windows,  this  is  a  great 
improvement  as  far  as  fading  is  concerned.  The 
problem  of  handling  and  atmospheric  pollution 
has  still  to  be  faced.  So  far  it  has  been  left  to  the 
National  Trust  to  experiment  with  glazed 
screening,  but  should  not  the  national  agencies  - 
the  Department  of  the  Environment  and  the 
great  museums  -  be  trying  to  pave  the  way  in 
devising  means  for  providing  acceptable  yet 
really  effective  protection  for  these  national 
treasures?  A  certain  amount  of  ad  hoc  consultation 
has  taken  place  in  recent  years  but  there  is  room 
for  such  collaboration  to  be  placed  on  a  more 
regular  footing.  To  launch  at  least  a  pilot-study 
round  one  of  our  royal  state  beds  might  be  an 
appropriate  gesture  in  this  Royal  Jubilee  Year. 
Only  good  could  come  of  it. 

NOTES 

1.  Paul  Hentzner,  'A  Journey  into  England . . .', 
1598,  translated  by  Horace  Walpole. 

2.  Mr.  Geoffrey  de  Bellaigue,  who  has  been 
most  generous  with  help  and  advice  during 
my  preparations  for  writing  this  article,  has 
shown  me  extracts  from  the  Great 
Wardrobe's  accounts  concerning  several 
splendid  beds  made  for  Charles  n,  which  it 
is  to  be  hoped  he  will  one  day  publish. 

3.  This  order  was  discovered  by  Mr.  Gervase 
Jackson-Stops  who  has  most  generously 
allowed  me  to  publish  it.  I  am  also  greatly 
indebted  to  the  Duke  of  Devonshire  for 
making  the  document  available. 

4.  See  Peter  Thornton,  'The  Parisian  Fauteuil 
of  1680',  Apollo,  February  1975. 

5.  See  G.Jackson-Stops,  'William  in  and 
French  Furniture',  Furniture  History,  Vol.  VII, 
1971 .  The  bed  concerned  is  illustrated  in  the 
'Dictionary  of  English  Furniture',  1954  edn., 
Introduction,  Fig.  13. 

6.  Mr.  de  Bellaigue  has  confirmed  my 
suspicion  that  this  might  be  the  case. 

7.  F.'J.  Rutherford,  'The  Furnishing  of 
Hampton  Court  Palace  for  William  in, 
1699-1701',  Old  Furniture,  11,  Oct.  1927, 
quotes  the  Royal  Wardrobe  warrants. 

8.  Mr.  de  Bellaigue  has  made  available 
transcripts  of  the  actual  bills  from  the 
Windsor  Castle  Archives.  These  supplement 
Rutherford's  evidence. 

9.  See  Kann  Walton,  catalogue  of  exhibition 
'English  Furniture  Upholstery  1660-1840', 
Leeds:  Temple  Newsam  House,  1973. 

10.  I  am  greatly  indebted  to  Mr.  Peter  Barker, 
the  Curator  at  Warwick  Castle,  for  enabling 
me  to  study  this  fine  bed  and  for  arranging 
the  photography  for  Nos.  3  and  4. 

11.  F.J.  Rutherford,  'The  Furnishing  of 
Hampton  Court  Palace,  171 5—173 7', 
Old  Furniture,  November  1927,  quotes 
the  warrants.  I  am  extremely  grateful  to 
Mr.  J.  Cowcll,  Superintendent  of  the  Royal 
Collection  at  Hampton  Court  Palace, 

for  assisting  me  in  the  inspection  of  this  bed 
and  tor  arranging  for  the  two  colour 
photographs  to  be  taken. 

12.  Rutherford  (Old  Furniture;  November 
1927)  quotes  the  warrants.  Mr.  de  Bellaigue 
showed  me  transcripts  of  the  actual  bills  in 
the  Windsor  Castle  Archives. 

13.  Mr.  Christopher  Gilbert  once  followed  up 
my  suggestion  that  the  Duke  of  Leeds'  sofa 


and  daybed  at  Temple  Newsam  might  have 
been  provided  by  Guibert  and  did  indeed 
find  a  reference  to  a  payment  at  about  the 
right  date  to  a  'Mr  Gilbert'  in  the  Duke  of 
Leeds'  accounts. 

14.  Information  provided  by  Mr.  G.Jackson- 
Stops  who  has  kindly  allowed  me  to  note 
the  fact  here. 

15.  See  P.  Ward-Jackson,  'English  Furniture 
Designs  of  the  1 8th  Century',  London, 
1958,  Fig.  44,  E.3143-1938.  The  relationship 
between  this  drawing  and  the  bed  at 
Hardwick  was  noticed  by  Mr.  Jackson- 
Stops  some  years  ago. 

16.  Information  kindly  communicated  by 
Mr.  de  Bellaigue. 

17.  See  Mary  E.  Phillips,  Queen  Charlotte's 
Bed,  The  Connoisseur  Yearbook,  1961,  p.  93. 

18.  See  G.  de  Bellaigue  and  Pat  Kirkham, 
'George  iv  and  the  Furnishing  of  Windsor 
Castle',  Furniture  History,  1972. 

19.  The  information  given  here  has  most 
generously  been  made  available  to  me  by 
Mr.  Edward  Joy  who  is  currently  studying 
the  records  of  Messrs.  Holland  and  Sons  in 
the  Victoria  and  Albert  Museum  and  will 
eventually  be  publishing  a  monograph  on 
this  important  firm.  I  should  like  to  thank 
Mr.  E.  Sebbick  at  Osborne  House,  for  his 
assistance  with  the  photography  and  other 
problems. 

20.  See  'The  Houses  of  Parliament',  ed. 

M.  H.  Port,  London,  1976,  Chapter  XIII, 
'The  Furniture'  by  Clive  Wainwnght,  to 
whom  I  am  also  greatly  indebted  for 
much  additional  information. 

21.  A  great  deal  of  fresh  information  about  the 
furnishing  of  Audley  End  (and  particularly 
about  this  bed)  has  recently  been  discovered 
as  a  result  of  the  important  survey  currently 
being  pursued  under  Mr.  Peter  Curnow's 
direction  by  Mr.  Ian  Gow,  both  of  the 
Ancient  Monuments  Inspectorate 
(Department  of  the  Environment),  with  the 
result  that  this  great  house  has  suddenly 
become  one  of  the  most  deeply  studied 
historic  buildings  in  the  country.  It  is  hoped 
that  a  monograph  will  eventually  appear. 

22.  See  C.  Hussey,  'English  Country  Houses, 
Late  Georgian  1780-1840',  London,  1958, 
pp.  193-205. 

23.  I  should  like  to  record  my  debt  to 

Mr.  Francis  Steer  for  drawing  my  attention 
to  this  bed,  and  to  Mrs.  P.  Hay-Will  for 
kindly  organising  the  photography. 

24.  SeeJ.  Hardy,  S.  Landi  and  C.  Wright,  'A 
State  Bed  from  Erthig',  London,  h.m.s.o. 
1972.  The  bed  was  restored  at  the  Victoria 
and  Albert  Museum  and  was  on  display 
there  until  this  Spring,  when  it  was  returned 
to  its  rightful  setting  at  Erthig. 
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THE  FACE  OF  EGYPT: 
PERMANENCE  AND  CHANGE 
IN  EGYPTIAN  ART 

The  Katonah  Gallery  (Westchester  County,  New 
York)  is  a  small  but  extremely  active  museum 
which  mounts  a  changing  scries  of  exhibitions  of 
consistently  high  quality.  The  very  diversity  of 
these  exhibitions  is  worthy  of  note.  In  recent 
years  this  writer  has  seen  exhibitions  of  Ikat 
textiles,  Chinese  funerary  figures,  Katchina 
dolls,  American  folk  art  and  now  a  splendid 
interpretive  exhibition  that  serves  as  an  intro- 
duction to  Egyptian  art.  It  is  significant  in  this 
period  of  fascination  with  the  tomb  objects  of 
Tutankhamun  that  an  introductory  exhibition 
should  be  developed.  Three  thousand  years,  from 
3000  to  30  bc,  are  represented  with  seventy-one 
pieces  of  sculpture  and  relief  gathered  from  six 
museums  and  three  private  collectors.  The  exhi- 
bition can  be  seen  in  its  final  showing  from  14 
June  until  28  August  at  the  Dallas  Museum  of  Fine 
Arts  (Texas).  The  guest  curator  is  Dr.  William 
Kelly  Simpson,  curator  of  Egyptian  and  Ancient 
Near  Eastern  Art  at  the  Museum  of  Fine  Arts, 
Boston,  and  Professor  of  Egyptology  at  Yale 
University.  The  five  very  fine  pieces  in  the  show 
from  the  Old  Kingdom  (2686  -  2160  bc)  repre- 
sent the  period  when  the  essential  character  and 
style  of  Egyptian  art  was  set.  The  examples  from 
the  Middle  (2040-  1633  bc)  and  New  Kingdoms 
(1558  -  1085  bc)  and  later  periods  demonstrate 
the  similarity  and  changes  as  they  developed  in 
the  art  of  ancient  Egypt  in  response  to  internal  and 
external  forces. 

The  intimate  size  of  the  exhibition  offers  an 
opportunity  to  grasp  the  essence  of  Egyptian  art 
as  it  reflects  Egyptian  civilisation.  Much  sup- 
plementary material  such  as  multiscreen  slide 
projection  and  photographs  of  the  Nile  and  of 
wall  paintings  showing  Egyptian  life  comple- 
ment the  main  exhibition.  Lectures,  film  pro- 
grams and  guided  tours  complemented  the  show 
in  Katonah.  In  addition,  a  fully  illustrated  cata- 
logue by  Dr.  Simpson  provides  an  ama  igly 
readable  introduction  to  Egyptian  art.  Th  scale 
and  perception  with  which  objects  were  •„  sen 
for  the  show  is  amply  demonstrated  anew 
catalogue. 


RELIGIOUS  AND  SECULAR  ART 
OF  ETHIOPIA 

A  comprehensive  exhibition  devoted  to  the  arts 
of  Ethiopia  can  be  seen  through  early  summer  at 
the  Museum  of  African  Art  (Washington,  DC). 
The  diversity  of  Ethiopian  art  and  artifacts  is  well 
represented  by  this  rich  assortment  of  religious 
and  secular  objects.  Because  Ethiopian  art  does 
not  fit  the  standard  conceptions  of  traditional 
African  art,  Afncanists  generally  have  not  dealt 
with  it.  Nevertheless  it  deserves  to  be  recognised 
as  a  vital  aspect  of  African  art  with  its  own  long 
and  rich  artistic  tradition  drawn  primarily  from 
Christian  sources. 

Ethiopia's  ties  with  the  Judeo-Chnstian  world 
date  from  at  least  the  fourth  century  when  the 
royal  family  was  converted  to  Christianity, 
although  even  earlier  connections  are  celebrated 
in  the  legend  tracing  the  lineage  of  the  kings  and 
emperors  of  Ethiopia  to  King  Solomon  and  the 
Queen  of  Sheba.  Ethiopia's  Christian  heritage  is 
represented  by  artifacts  such  as  crosses,  icons, 
manuscripts,  and  architectural  monuments  such 
as  the  rock-cut  churches  of  Lalibela. 

Crosses  are  the  most  common  symbol  of 
Christianity  in  Ethiopia  and  have  developed  into 
elaborate  and  intricate  designs.  Processional, 
hand,  and  neck  crosses  displayed  in  the  exhibition 
indicate  the  endless  variations  of  cross  forms 
including  circular,  diamond,  and  quatrefoil. 
These  crosses  are  made  of  various  metals,  either 
by  the  lost-wax  process  or  pierced  method,  or  are 
carved  out  of  wood.  The  large  crosses  that  can  be 
mounted  on  wooden  staffs  are  used  for  church 
processions;  the  smaller  hand  crosses,  carried  by 
priests  during  their  daily  activities,  are  said  to 
bestow  a  blessing  when  kissed  by  members  of  the 
congregation.  Neck  crosses  are  worn  by  many 
Christian  Ethiopians  and  are  the  most  numerous 
of  the  crosses  produced. 

Icons  were  probably  introduced  to  Ethiopia  in 
the  fifteenth  century.  These  paintings  on  wood 
panels  depict  traditional  Christian  themes,  Saint 


1.  Processional  cross, 
Coptic,  Ethiopia. 
Museum  of  African  An. 


Mary  and  local  saints  being  the  most  popular 
subjects.  The  icons  included  date  from  the  six- 
teenth to  the  eighteenth  century.  Other  religious 
items  in  the  exhibit  include  illustrated  parch- 
ments and  manuscript  books  written  in  the 
liturgical  language  of  Ge'ez;  scrolls  with  images 
of  saints  combined  with  magical  prayers  to  ward 
off  evil  and  sickness;  and  church  articles  such  as 
incense  burners  and  sistrums. 

The  artifacts  of  Ethiopia's  large  Moslem  popu- 
lation are  also  seen  in  the  exhibition.  The  walled 
Moslem  town  of  Harar  is  well  known  for  its 
beautifully  crafted  silver  jewellery  and  brightly 
coloured  baskets.  Several  examples  are  displayed 
together  with  jewellery  and  baskets  of  other 
areas. 

Ethiopia,  unlike  much  of  Africa,  produces  very 
little  sculpture,  but  the  Konso  people  of  southern 
Ethiopia  carve  elongated  wooden  funerary 
figures.  Two  such  pieces  are  in  the  exhibition. 
Other  items  included  are  small  black  pottery 
figurines  made  by  the  Falasha,  Ethiopians  who 
follow  Judaic  customs.  Examples  of  traditional 
dress  as  well  as  a  warrior's  ceremonial  cape  and 
headdress  are  also  displayed.  It  is  unfortunate  that 
no  catalogue  was  prepared  to  accompany  this 
highly  interesting  show. 

LACE:  AN  ORNAMENTAL  ART 

An  exhibition  of  one  hundred  and  twenty  ex- 
amples of  lace  from  the  seventeenth  century 
through  the  mid  twentieth  century  is  on  view 
at  The  Brooklyn  Museum  (New  York  City) 
through  30  October.  Consisting  of  classic  pieces  of 
traditional  lace  as  well  as  unexpected  adaptations, 
the  show  was  selected  from  the  museum's  per- 
manent collection  by  Elizabeth  Ann  Coleman, 
Curator  of  Costumes  and  Textiles,  Jo  Bidner, 
lace  authority,  and  Susanna  Lewis,  lace-maker. 

'A  decorative  fabric  in  which  voids  delineate 
and  create  the  design',  lace,  historically  a  status 
symbol,  fell  out  of  fashion  during  the  Depression 
and  is  currently  undergoing  a  revival  of  interest. 
The  new  interest,  Ms.  Coleman  believes,  is  due 
partly  to  a  cyclical  change  in  taste  and  partly  to 
the  present  re-emergence  of  handcraft,  especially 
as  re-interpreted  in  terms  of  contemporary,  often 
abstract,  design. 

Lace  developed  in  the  mid-sixteenth  century  as 
a  refinement  of  embroidery,  the  process  in  which 
the  surface  of  a  fabric  is  embellished  with  needle 
and  thread ;  when  the  fabric,  or  a  net,  is  altered  to 
create  decorative  voids,  the  process  is  called 
embroidered  lace.  An  example  in  the  exhibition  is  a 
large  Renaissance  panel  about  four  by  six  feet, 
dated  1605,  and  composed  of  a  series  of  alternat- 
ing squares  depicting  realistic  and  fantastic  ani- 
mals, the  four  seasons,  and  coats-of-arms.  Some 
of  the  designs  were  taken  from  a  late  sixteenth- 
century  pattern  book  by  Fedcrico  Vinciolo. 

An  early  eighteenth  century  example  of  bobbin 
( woven)  lace,  which  is  formed  on  a  pillow-loom  as 
threadbearing  bobbins  move  in  open-ended 
weaving,  is  an  intricate  assemblage  of  ships, 
architectural  motifs,  and  animals. 

Needle-made  laces  are  constructed  entirely  of 
interlocking  button-hole  stitches.  This  technique 
is  represented  in  the  exhibition  by  a  fragment  of  a 
suite  of  lace  bed  hangings  incorporating  bee 
motifs  and  lilies  of  France  that  was  purportedly 
ordered  by  the  Emperor  Napoleon  Bonaparte  for 
his  first  wife,  Josephine,  but  completed  during  the 
time  of  her  successor,  Marie  Louise.  It  is  con- 
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temporaneous  with  some  late-eighteenth  century 
Russian  borders  for  a  bed  sheet  that  are  decorated 
j  with  charming  village  genre  scenes. 

The  needle  and  the  bobbin  were  supplemented 
with  shuttles,  knitting  pins  and  hooks  to  produce 
such  lace  as  a  late-nineteenth  century  knitted 
sampler  about  four  inches  wide  and  more  than 
fifteen  feet  long  with  over  ninety  designs. 

America's  foremost  twentieth  century  lace- 
maker,  Marian  Powys,  who  considered  herself 
the  first  to  use  the  dogwood  motif  derived  from 
the  only  indigenous  American  fruit  tree,  is 
represented  by  three  of  her  designs  made  c.  1920. 

Among  adaptations  of  lace  included  in  the 
exhibition,  all  from  the  late  nineteenth  century, 
are  a  pre-patterned  uncut  dress  length  of  French 
brown  silk  embroidered  with  black  silk  thread  to 
imitate  lace  borders;  a  strip  of  ribbon  with  a 
draped  lace  design  woven  into  the  fabric;  printed 
lace  on  leather  glove  cuffs;  and  an  afternoon  dress 
embellished  with  applique  cut  fabric  simulating 
Gros  Point  lace  motifs. 

A  small  display  of  tools  and  several  pieces  of 
lace  in  the  process  of  construction  are  also  on  view 
in  the  exhibition  to  demonstrate  the  basic  tech- 
niques of  lace-making. 


THE  ART  OF  EUROPEAN  GLASS 
FROM  1600  THROUGH  1800 

The  Museum  of  Fine  Arts  in  St.  Petersburg, 
Florida  recently  held  a  fascinating  exhibition  of 
sixty-seven  pieces  of  European  glass  from  mu- 
seums and  individuals  along  the  eastern  seaboard 
and  the  Gult  of  Mexico.  It  was  organised  by  the 
late  Alice  Wilson  Frothingham  who  was  for  years 
curator  of  the  Hispanic  Society  in  New  York. 
The  show  emphasised  the  changes  in  style  that 
occurred  through  technique  and  decoration. 
From  the  delicately  blown  Venetian  glass  to  the 
later  Baroque  shapes  and  ornamentation  of 
Germany  and  Bohemia,  the  decorative  processes 
include  enamelling,  gilding,  diamond-point  and 


2.  Roemer,  German  (Rhineland),  green  glass, 
decorated  in  gold  and  red  enamel,  1608. 
The  Metropolitan  Museum  of  Art; 
Munsey  Fund,  1927. 


wheel  engraving,  facet  cutting  on  crystal,  and 
coloured  glass.  The  brilliant  lead  crystal  de- 
veloped in  England  in  the  late  seventeenth  cen- 
tury with  the  particular  artistry  of  the  glasshouses 
in  Holland,  France,  and  Spain  was  largely  in- 
fluenced by  the  Venetian  and  German  industries 
and  is  included  in  this  small  but  select  show.  Illness 
prevented  Mrs.  Frothingham  from  seeing  the 
exhibition  completed;  she  authored  eleven  books 
and  over  twenty-two  monographs  and  articles 
on  the  subject  of  European  ceramics  and  glass. 
A  catalogue  of  the  exhibition  with  Mrs. 
Frothingham's  notes  has  been  published. 


3.  Louis  Comfort  Tiffany. 
Pumpkin  and  Beets, 
stained  glass,  c.  1905. 
The  Morse  Gallery  of  Art. 

LOST  TIFFANY  TREASURES 

Another  exhibition  in  Florida  featured  the  per- 
sonal work  of  the  American  painter  and  designer 
Louis  Comfort  Tiffany.  It  was  seen  at  the  Loch 
Haven  Art  Center  in  Orlando  through  the  end  of 
May.  Lent  entirely  from  the  collections  of  The 
Morse  Gallery  of  Art  (Winter  Park,  Florida)  the 
show  was  co-sponsored  by  the  Loch  Haven 
museum  and  the  Charles  Hosmer  Morse 
Foundation.  Tiffany's  house,  Laurelton  Hall  at 
Oyster  Bay,  Long  Island,  New  York  was  gutted 
by  fire  in  1957.  Mr.  and  Mrs.  Hugh  F.  McKean, 
the  benefactors  of  The  Morse  Gallery  of  Art  and 
the  Charles  Hosmer  Morse  Foundation,  went  to 
Laurelton  Hall  at  the  suggestion  of  a  member  of 
the  Tiffany  family  and  as  a  consequence  pur- 
chased the  surviving  architectural  fragments  and 
furnishings  from  Laurelton  as  well  as  the  chapel 
designed  by  Tiffany  for  the  World's  Columbian 
Exposition  at  Chicago  in  1893. 

For  a  decade  after  its  construction  in  1905, 
Laurelton  Hall  was  one  of  the  most  publicised 
homes  in  America.  Situated  on  five  hundred  and 
eighty  acres  overlooking  Cold  Spring  Harbor  on 
Long  Island,  Tiffany's  country  estate  was  a  multi- 
level mansion  consisting  of  approximately  fifty 
rooms,  including  an  indoor  bowling  alley  and 
squash  court.  It  was  built  around  a  Central  Court 
nearly  three-stories  high  with  a  central  light 
fountain  supplied  by  a  fresh-water  stream  and 
banked  by  potted  plants.  By  combining  fountain, 
lights,  and  music  with  such  traditional  art  forms 
as  paintings  and  architecture,  a  total  aesthetic 
environment  was  created  at  Laurelton.  The  Loch 
Haven  Exhibition  suggested  this  controlled  sen- 
sual environment  through  a  special  installation  by 
Hugh  F.  McKean,  who  was  a  student  of  the 
Tiffany  Foundation  in  1930  and  saw  Laurelton 
when  Tiffany  was  alive.  Several  small  special 
shows  were  featured  at  the  same  time  of  pottery, 
blown  glass,  metal  work,  and  photography. 


GOLD  FOR  THE  GODS 

The  most  dazzling  collection  of  pre-Columbian 
gold  ever  seen  in  Canada  was  shown  at  the 
Montreal  Museum  of  Fine  Arts  through  the 
middle  of  last  month.  It  was  also  the  largest 
exhibition  of  its  kind  to  visit  Canada  and  a 
fascinating  introduction  to  the  ancient,  mys- 
terious world  of  Atahualpa,  last  king  of  the  Incas. 
The  three  hundred  and  sixty-five  pre-Inca  and 
Inca  gold  objects  and  other  artifacts  came  from 
the  Museo  Oro  del  Peru,  near  Lima,  through 
arrangement  with  the  Mujica  Gallo  Foundation 
and  the  Government  of  Peru.  The  exhibition 
contained  the  largest  number  of  pieces  ever 
shown  together  outside  Peru  and  synthesizes 
ancient  Peru's  main  cultures  -  Vicus,  Frias, 
Mochica,  Mazca,  Chimu,  and  Inca. 

The  objects  ranged  in  date  from  as  early  as  400 
bc  to  1532  ad -the  year  the  great  Inca  empire  was 
overthrown  and  Atahualpa  slain  by  a  small  troop 
of  Spanish  conquistadors  led  by  Francisco 
Pizarro.  All  the  gold  they  looted  was  crushed  into 
ingots  and  today  is  to  be  found  in  bank  vaults  and 
in  jewellery  throughout  the  world.  The  pieces  in 
the  exhibition  were  chosen  tor  their  intrinsic 
interest  or  importance  transcending  mere  costli- 
ness. Among  these  are  a  back-rest  from  a  royal 
litter,  a  funerary  group,  a  doll,  a  child's  boots, 
ponchos,  and  breastplates.  Still  other  objects  - 
elaborate  masks,  bizarre  drinking  vessels,  jewel- 
lery, and  ornaments,  primarily  of  the  Chimu 
period  (1000-1470  ad)  -  constitute  the  main 
body  of  the  exhibition.  Carved  wood  and  bone 
objects,  shell  ornaments  and  textiles,  intricately 
woven  with  plumage  and  adorned  with  small 
plaques  of  gold,  also  are  included. 

Some  of  the  most  important  material  comes 
from  ancient  cemeteries  in  northern  Peru  -  items 
which  escaped  the  plunder  of  Pizarro's  band  and 
grave  robbers  since  then.  The  most  spectacular 
pieces  probably  are  from  royal  tombs. 

A  one  hundred  and  fifty-page  catalogue  with 
twenty-four  pages  in  full  colour,  essays  on  the 
exhibition,  the  land  and  people  of  Peru,  as  well  as 
a  descriptive  text  on  each  object  in  the  show  was 
published  in  separate  English  and  French  editions. 
It  is  an  informative  and  beautiful  volume. 


4.  Funerary  gloves, 
Peru  (Chinu),  gold,  c.  1200—1470. 
Museo  Oro  del  Peru. 


PAINTING  BY  BAZILLE 
GIVEN  TO  CINCINNATI  MUSEUM 

One  of  the  most  important  single  gifts  ever  made 
to  the  Cincinnati  Art  Museum  (Ohio)  during  its 
ninety-six  year  history,  a  painting  by  the 
Impressionist  Frederic  Bazille  was  recently  placed 
on  view.  The  gift  of  Mark  P.  Herschede,  The 
Terrace  at  Meric  ( Les  Lauriers  Roses)  shows  a  view 
within  the  garden  of  the  Bazille  family  estate  near 
Montpellier,  France,  and  is  among  the  scant  sixty 
known  works  by  Bazille,  who  died  just  a  week 
short  of  his  twenty-ninth  birthday  in  1870. 

The  painter  was  of  the  cultivated  and  wealthy 
upper  middle  class  and  had  begun  studies  in 
medicine  before  determining  to  become  an  artist. 


Renoir,  Monet  and  Boudin  were  among  his 
friends  in  a  close-knit  community  of  shared 
studios  and  painting  discoveries.  Bazille  sat  for 
two  figures  in  Monet's  Le  Dejeuner  sur  I'Herbe 
(1865)  and  also  was  the  subject  of  a  portrait  by 
Renoir.  He  was  killed  in  the  battle  of  Beaune-la- 
Rolande,  fighting  as  a  volunteer  in  a  Zoave 
regiment. 

Bearing  both  the  artist's  signature  and  the  1 867 
date,  the  painting's  strongly  shadowed  fore- 
ground contrasts  with  the  brilliance  of  the  sun-lit 
central  area.  Above,  small  segments  of  bright 
blue  sky  are  seen  between  dark  leaves  that  till  the 
entire  upper  section  of  the  painting.  At  lower 
right  the  figure  of  a  young  woman  has  been 
sketched  in  but  not  completed. 


RECENT  ACQUISITIONS 
AT  MUSEUM  OF  ART, 
CARNEGIE  INSTITUTE 

The  acquisition  of  five  paintings  by  Henri  de 
Toulouse-Lautrec,  Fitz  Hugh  Lane,  Harvey 
Quaytman,  Marsden  Hartley  and  Gustave 
Singier  has  been  announced  by  Museum  of  Art, 
Carnegie  Institute  in  Pittsburgh,  Pennsylvania. 

View  of  Gloucester  from  '  Bookbank' ,  the  Sawyer 
Homestead,  is  a  mature  work  of  the  mid-iSsos  by 
the  marine  painter  Fitz  Hugh  Lane  (1804-1865), 
acquired  through  the  generosity  of  Mrs.  Alan  M. 
Scaife.  In  1848  Lane  settled  permanently  in  his 
birthplace  of  Gloucester,  and  recorded  many 
views  of  the  Sawyer  estate,  called  Brookbank 
because  of  a  stream  located  there.  Lane's  poetic 
realism  is  revealed  in  the  careful  observation  of 
nature,  its  atmospheric  clarity  and  calm  re- 
flections. Le  Labour  dans  les  t'ignes,  1883,  by  Henri 
de  Toulouse-Lautrec  (1864-1901)  is  a  gift  of 
Arthur  Kobacker.  Painted  at  the  age  of  nineteen 
and  about  three  years  before  Lautrec's  first 
exhibition,  this  rare  landscape  subject  by  the  post- 
Impressionist  master  belongs  to  the  same  period 
as  the  well  known  portrait  of  his  mother  in  the 
Musee  Toulouse-Lautrec  at  Albi.  Lautrec  first 
studied  with  the  animal  painter  Rene  Princeteau. 
The  painting  depicting  an  ox  and  peasant  plough- 
ing, was  initially  owned  by  Henri  Rachou, 
Lautrec's  fellow  student  in  Paris,  1882/3,  in  the 
studios  of  Leon  Bonnat  and  Fernand  Cormon. 
During  this  time,  Lautrec  became  influenced  by 
the  free  brushwork  and  light  palette  of  Manet  and 
the  Impressionists. 

A  painting  by  Marsden  Hartley  (1877-1943), 
The  Sustained  Comedy  (Portrait  of  an  Object),  1939, 
was  given  by  Professor  Mervin  Jules.  Sub-titled 
'O  Big  Earth  (or  The  Sustained  Travesty)',  this 
bold  and  fanciful  work  is  a  self-portrait  of  the 
artist.  Another  recent  donation  is  by  Harvey 
Quaytman  (born  1937).  Slow  Sound  and  Light 
Show  B  P,  1972,  was  received  from  Mr.  and  Mrs. 
Sidney  M.  Feldman  in  honour  of  the  museum's 
Director,  Leon  Arkus,  Quaytman's  typical  em- 
phasis of  texture  is  seen  here  in  the  shield-like 
shaped  canvas  and  vivid  violet  monotone.  The 
final  work  is  L' Enchanteur,  1954,  by  Gustave 
Singier  (born  1909),  which  was  first  shown  in  the 
1955  Pittsburgh  International;  it  was  given  by 
Mr.  and  Mrs.  James  H.  Beal. 


5.  Frederic:  Bazille. 
The  Terrace  at  Meric,  1867. 
Cincinnati  Art  Museum ; 
Gift  of  Mark  P.  Herschede. 


6.  Frrz  Hugh  Lane. 
View  of  Gloucester  from  '  Brookbank' , 
the  Sawyer  Homestead, 
c.  1855. 

Museum  of  Art,  Carnegie  Institute  ; 
Gift  of  1  'rs.  Alan  M.  Scaife. 
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English  Art,  1714-1800 

Dxford  History  of  English  Art 
I  By  Joseph  Burke 
Volume  ix, 

125  pages  text,  220  illustrations 
London:  clarendon  press/ 

3XFORD  UNIVERSITY  PRESS 

There  must  be  many  writers  for  whom  the  act  of 
finally  handing  in  a  book  on  which  they  have 
been  working  for  a  long  time  is  a  really  agonising 
experience.  I  recall  an  admonition  from  a  wise 
friend  of  mine,  himself  the  author  of  many 
books:  'you  simply  must  call  a  halt  somewhere'. 
So  easily  said:  so  hard  to  carry  out.  'Just  another 
three  months,  and  I'm  sure  that  I  could  make  a 
much  better  job  of  that  chapter'. 

Well,  as  he  tells  us  himself,  Joseph  Burke 
started  work  on  this  book  in  1949.  It  was  to  be, 
.and  indeed  is,  one  of  a  series :  its  predecessor  came 
out  in  1957  (at  fifty  shillings)  and  its  successor  is 
already  out  of  print.  So  'long  awaited'  is  the  in- 
evitable cliche  for  this  volume.  The  first  question, 
therefore,  must  be:  was  it  worth  waiting  for? 
And  the  answer,  happily,  is  an  unhesitating  'Yes'. 

Such  a  long  period  of  gestation  has  both  eased 
and  added  to  Professor  Burke's  task.  Eased  it 
because  since  1949  many  other  books  on  English 
art  of  the  eighteenth  century  have  appeared,  so 
that  a  great  deal  more  is  known,  especially  about 
the  crafts,  and  about  secondary  artists  and  ar- 
chitects. But  'although  one  of  my  aims  in  writing 
this  history',  he  says,  'has  been  to  quote  as  ex- 
tensively as  possible  from  contemporary  sources, 
I  have  also  tried  to  summarise  the  findings  of 
recent  scholarship'.  He  adds,  very  honestly,  'The 
up-dating  of  references  has  proved  a  difficult  task 
in  so  wide  a  field,  and  some  of  the  sections  have 
been  unchanged  since  they  were  written  many- 
years  ago'.  The  documentation  is  in  fact  magni- 


Thc  19th.  Antiquarian  Book  Fair  is  being  held  at  the  Europa  Hotel,  Grosvenor  Square, 
London  wi  from  i4-i6June.  Illustrated  is  an  artist's  watercolour  proof  of  Stonehenge 
from  'Costume  of  the  Ancient  Britons'.  Colin  and  Charlotte  Franklin. 


ficent:  if  indeed  I  had  a  general  criticism  of  this 
book,  it  would  be  to  suggest  that  it  is  almost  too 
reliant  on  the  work  of  others.  It  is  rare  to  find  a 
page  without  footnotes,  and  most  pages  have 
several.  Living  in  Melbourne  cannot  have  made 
his  task  any  easier  either,  but  he  has  read  pro- 
digiously, works  by  American,  German  and 
other  scholars  as  well  as  our  own.  There  are  many 
references  to  books  and  articles  published  in  the 
'sixties:  not  so  many  post-1970. 

Professor  Burke  describes  his  book  as  'an 
account  of  eighteenth-century  English  art  which 
has  chosen  as  its  unifying  theme  the  continuing 
interaction  between  classical  and  anti-classical 
forces  from  the  momentous  creation  of  the 
landscape  garden  by  the  Burlingtonians',  and 
since  that  act  of  creation  is  probably  England's 
most  original  contribution  to  the  arts,  it  is 
appropriate  that  it  should  figure  prominently.  In 
this  respect  Stowe  is  invaluable,  for  Vanbrugh, 
Bridgeman,  Gibbs,  Kent  and  Brown  all  worked 
there,  so  that  the  whole  history  of  the  landscape 
garden  movement  is  here  resumed  in  a  single 
garden.  But  for  many  readers  there  will  be  one 
great  surprise:  Kent  had  a  forerunner  in  the  plea 
tor  greater  naturalism  in  gardens,  and  he  was  a 
Frenchman :  Charles  Dufresny  de  la  Riviere,  who 
was  some  thirty  years  his  senior.  Dufresny  even 
tried,  without  success  of  course,  to  persuade  Louis 
XIV  to  accept  the  notion  of  'un  terrain  inegal  et 
irregulier'  for  the  gardens  at  Versailles.  How  far, 
if  at  all,  Dufresny  directly  influenced  our  first 
landscape  gardeners  is  uncertain,  but  at  least  it  can 
be  said  that  Addison  visited  Paris  when  his  ideas 
were  'sur  le  tapis'. 

A  good,  unhackneyed  point  is  also  made  here 
about  Capability  Brown,  whose  parks  'exactly 
suited  the  taste  of  horse-riding  owners  who 
enjoyed  nature  as  a  background  to  exercise  and 
the  inspection  of  prize  livestock'.  Of  all  the  great 
English  garden  designers  Brown  is  the  least 
pictorial,  which  is  'precisely  his  merit'.  Still  less,  it 


might  be  added,  was  he  concerned  with  literary 
sources  of  inspiration.  A  garden  like  William 
Shenstone's  at  The  Leasowes,  with  no  water  and 
some  lines  of  verse  inscribed  on  every  one  of  its 
thirty-nine  seats,  would  have  had  no  appeal  for 
Brown,  nor  indeed  for  Repton,  whose  gardens, 
because  they  were  working  with  Nature  herself- 
trees,  water,  and  stone  sparingly :  for  bridges,  for 
example  -  have  certainly  proved  more  durable. 

The  landscape  garden  is  only  one  strand  in  the 
rich  tapestry  of  Georgian  art  presented  in  this 
book.  The  arrangement,  as  in  all  the  volumes  in 
this  series,  and  of  which  I  very  much  approve,  is 
to  single  out  an  overriding  idea  or  attitude  —  the 
spread  of  the  Rococo,  for  example,  or  the  growth 
of  humanitanamsm,  or  the  greater  awareness,  in 
the  second  half  of  the  century,  of  the  processes  of 
history  which  followed  in  the  wake  of  ar- 
chaeological discoveries,  leading  to  Neo- 
classicism  -  and  to  discuss  in  the  same  chapter  its 
impact  on  various  arts.  This  makes  far  better  sense 
than  considering  each  art  in  isolation.  And 
although  the  big  apparatus  of  footnotes  here  is 
not  visually  attractive,  this  long  book  is  not 
difficult  to  read,  for  the  writing  is  good:  'one  can 
almost  smell  a  farmyard  by  Morland,  something 
that  can  never  be  said  of  Gainsborough's  pigs'. 
How  true! 

Not  by  any  means  all  the  plates  are  as  good  as 
one  could  wish.  But  a  whole  page  is  rightly  given 
to  the  final  work  to  be  discussed,  which  is 
singularly  appropriate  to  this  book's  theme: 
Francis  Towne's  Source  of  the  Arveyron  in  the 
Victoria  and  Albert  Museum.  We  do  not  see  here 
the  enchanting  colour,  but  in  this  superb  water- 
colour,  'still  excluded  from  Continental  and  even 
English  dictionaries  of  art',  we  have,  no  less  surely 
than  in  an  early  Gothic  cathedral,  a  synthesis  of 
the  classical  -  not  of  course  in  associations  but  in 
spirit  -  and  the  romantic. 

Alec  Clifton-Taylor 
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European  Schools  excluding  Italian 
By  Colin  Eisler 

640  pages  with  488  illustrations 
and  16  colour  plates 
London:  phaidon  press 
£18.00 

This  volume  is  complementary  to  the  three  by 
Fern  Rusk  Shapley  on  the  Italian  Schools  and 
comprises  sections  on  the  German,  Early 
Netherlandish,  Flemish,  Dutch,  Spanish  and 
French  Schools.  Three  hundred  and  seventeen 
works  are  catalogued  and  reproduced,  while 
there  is  also  a  generous  allotment  of  comparative 
illustrations. 

By  comparison  with  the  earlier  volumes,  the 
individual  entries  in  the  catalogue  are  longer, 
some  covering  six  or  seven  pages,  including  at 
times  long  extracts  of  views  expressed  by  earlier 
authors.  More  of  this  could  have  been  sum- 
marised, or  even  omitted  in  cases  where  rhe  views 
concerned  are  patently  out  of  date.  As  it  is,  the 
catalogue  becomes  heavy  reading  at  times. 

No  scholar,  however  distinguished,  can  be 
thoroughly  familiar  with  the  literature  on  six 
important  Schools  or  periods  of  European  paint- 
ing, and  not  surprisingly  Professor  Eisler  ac- 
knowledges aid  received  from  assistants  and 
specialists  in  many  countries.  Similarly  one 
reviewer  cannot  be  expected  to  cover  the  whole 
field  with  equal  competence  and,  as  limitations  of 
space  must  also  be  observed,  I  will  give  detailed 
consideration  only  to  the  section  with  which  I  am 
mi  1st  familiar. 

Among  the  six  Schools  covered  in  this  volume 
the  Spanish  has  the  largest  number  of  paintings, 
one  more  than  the  French  which,  however, 
includes  in  addition  thirty-two  drawings,  water- 
colours,  gouaches  or  pastels. 

Of  the  seventy-six  Spanish  paintings,  more 
than  half  are  panel  paintings  of  the  fifteenth  or 
early  sixteenth  century.  Unusual  problems  are 
raised  by  twin  panels  of  The  Resurrection  and 
Christ  appearing  to  the  Magdalen  at  San  Francisco, 
which  were  formerly  thought  to  be  by  a  French 
painter  c.  1420  but  are  now  catalogued  as  by  a 
'Master  active  in  Aragon'  in  the  first  half  of  the 
fifteenth  century.  This  presumably  means  the 
Kingdom  of  Aragon  in  view  of  the  reference  in 
the  text  to  the  Mediterranean  coast  as  being 
'unusually'  (though  'usually'  would  be  more 
accurate)  'open  to  the  art  of  all  Europe'  and 
therefore  'the  logical  area  for  the  execution  of 
these  panels'.  For  the  landlocked  region  of 
Aragon,  comprising  the  modern  provinces  of 
Huesca,  Zaragoza  (Saragossa)  and  Teruel,  was 
conspicuously  backward  and  remote  from  the 
international  influences  that  strongly  affected 
Valencia  and  Catalonia  which  also  formed  part  of 
the  Kingdom.  It  is  impossible  to  guess  the 
country  of  origin  of  the  painter  of  the  Kress 
panels,  which  show  an  idiosyncratic  style  with 
influences  from  many  directions,  notably  France, 
Bohemia  and  Germany.  But,  even  so,  their 
decorative  bands  of  punched  ornamental  pattern 
round  the  edges  of  the  gold  backgrounds  are 
typically  Valencian,  and  the  face  of  the  sleeping 
soldier  on  the  left  of  the  Resurrection  is  of  the 
distorted  Germanic  type  introduced  into  the 
Valencian  School  in  the  1390s  by  Andres  Marzal 
de  Sas  (who  was  not  active  in  Catalonia  as  Eisler 


states)  and  repeated  in  softened  versions  by  his 
collaborators,  pupils  and  followers  in  successive 
generations.  Mentions  of  Nicolas  Frances,  who 
was  active  in  Leon  in  the  north-western  corner  of 
Castile,  and  even  of  the  Master  of  Schoppingen, 
do  not  help  to  clarify  the  problem  of  dating.  I 
believe  these  panels  were  probably  executed  by 
an  eccentric  painter  in  Valencia  and,  in  that 
context,  would  date  them  in  the  third  decade  of 
the  fifteenth  century. 

Numerically  the  largest  ensemble  catalogued 
in  this  volume  is  constituted  by  the  twenty-six 
surviving  panels  of  the  retable  executed  for  the 
Cathedral  of  Ciudad  Rodrigo  in  the  1480s  by 
Fernando  Gallego  and  his  workshop,  all  of  which 
are  now  in  Tucson  (Arizona).  In  his  general 
comments  on  the  retable,  Eisler  quotes  uncriti- 
cally R.  M.  Quinn's  statement  that  it  is  'one  of  the 
great  monuments  of  Spanish  art'.  But  this  is 
correct  only  in  respect  of  the  great  size  and  the 
original  number  of  the  component  panels,  for  in 
general  quality  it  is  inferior  to  some  of  Gallego's 
smaller  works,  not  to  mention  those  of  his  greater 
Spanish  contemporaries  Pedro  Berruguete  and 
Bartolome  Bermejo. 

In  cataloguing  the  Ciudad  Rodrigo  panels 
separately,  but  labelling  them  all  as  by  'Fernando 
Gallego  and  Assistants',  Eisler  has  missed  the 
opportunity  of  singling  out  for  more  accurate 
description  those  panels  which  are  entirely  or 
predominantly  by  Fernando  himself  or  his  most 
important  collaborator,  though  he  is  wise  not  to 
follow  Quinn  in  attempting  to  define  the  extent 
of  participation  of  the  lesser  workshop  members. 
This  would  surely  have  been  the  ideal  occasion 
for  finally  disposing  of  that  awkward  name 
'Maitre  aux  Armures'  coined  by  Bertaux  over 
seventy  years  ago  for  Fernando's  principal  assis- 
tant. Diego  Angulo  and  Jose  Gudiol  have  noted 
the  similarity  of  the  style  of  the  Virgen  de  la  Leche 
(not  Lecce  as  Eisler  has  it)  signed  'Bartolomeus'  in 
the  Prado  Museum,  Madrid,  with  that  of 
Gallego's  following  and  Gudiol  relates  it  in 
particular  to  the  principal  assistant,  whom  I  agree 
we  could  now  appropriately  designate  'Master 
Bartolomeus'. 

One  important  problem  not  discussed  by  Eisler 
is  whether  Gaya  Nuno's  proposed  reconstruction 
of  the  Ciudad  Rodrigo  retable,  which  he  repro- 
duces, is  valid  or  not.  This  in  my  view  is  related  to 
the  question  whether  the  Last  Judgment  is  cut 
down  at  the  sides,  raised  by  Quinn  as  a  possibility 
in  view  of  the  fact  that  only  nine  out  of  the  twelve 
Apostles  figure  in  it,  and  mentioned  by  Eisler 
without  comment.  Two  of  the  Apostles  are  cut 
by  the  edges  of  the  panel  and  so  are  several  other 
figures  in  the  groups  below,  making  it  appear 
most  likely  that  the  panel  was  originally  rather 
wider.  This  would  mean  that  it  could  not  have 
been  placed  in  the  outside  section  where  Gaya 
Nuno  has  put  it.  But  his  reconstruction  in  seven 
vertical  sections  of  equal  width  would  in  any  case 
be  unusual  in  a  Spanish  retable  of  any  size,  though 
there  was  an  important  precedent  for  such  an 
arrangement  in  Nicolas  Florentine's  large  retable 
in  the  Old  Cathedral,  Salamanca.  Nevertheless,  I 
think  it  is  more  likely  that  at  Ciudad  Rodrigo 
there  was  a  wider  central  section  and  that  the  Last 
Judgment,  because  of  its  supreme  importance  as 
the  culmination  of  the  whole  series  of  com- 
positions, reflected  also  in  the  high  quality  of  its 
execution  clearly  by  Fernando  himself,  would 
have  been  placed  in  that  central  section. 

Coming  to  the  series  of  large  panels  by  the 
Master  of  the  Retable  of  the  Reyes  Catolicos, 


divided  among  several  collections,  Eisler  pru-, 
dently  avoids  equating  this  master  with  Diego  de, 
la  Cruz,  though  making  appropriate  mention  of 
Gudiol's  proposal  to  this  effect.  What  in  my  view) 
makes  such  an  identification  unlikely  is  that  none 
of  Diego's  certain  works  display  the  mannerism, 
found  in  every  panel  of  this  retable,  of  distorting 
facial  features  so  that  the  mouth  is  placed  out  of 
parallel  with  the  line  of  the  eyes.  In  the  description; 
of  the  Visitation  there  is  no  explanation  of  whati 
seem  to  me  to  be  the  tiny  figures  of  Tobias  and  the 
Angel  in  the  far  distance  on  the  left  side.  Joseph's 
lighted  candle  in  the  Nativity  is  strangely  de- 
scribed as  a  lantern,  overlooking  its  symbolism  as 
the  material  light  that  was  totally  annihilated  by 
the  divine  radiance  emanating  from  the  Christ 
Child,  according  to  St.  Bridget's  Revelationes. 
This  detail  is  rare  in  Spanish  painting,  though  it 
occurs  in  works  by  the  Master  of  Flemalle  and 
Rogier  van  der  Weyden,  and  this  supports  the 
impression,  given  by  the  style  and  technique  of! 
these  panels,  that  their  anonymous  author  may 
have  come  from  the  Netherlands. 

While  the  Alfajarin  Master's  Crucifixion  at  San 
Diego  is  correctly  described  as  being  dependent 
upon  Bermejo,  it  is  incredible  that  the  painter 
should  also  be  considered  to  have  consulted 
northern  European  compositions  of  the  early 
sixteenth  century,  for  there  is  little  in  it  not  found 
in  works  executed  in  Bermejo's  studio  in  the 
1 470s.  The  search  for  foreign  models  in  this  part 
of  the  catalogue  sometimes  implies  limited 
knowledge  of  the  enormous  quantity  of  fifteenth- 
century  painting  still  in  existence  in  Spain. 

Another  question  of  the  original  arrangement 
of  a  retable  arises  out  of  Pedro  Berruguete's  King 
David  at  Brunswick  (Maine).  This  is  correctly 
described  as  part  of  a  predclla,  but  the  suggestion 
that  it  was  placed  in  the  central  position  of  a  series 
of  five  Prophets,  which  would  have  included  a 
now  missing  one  as  well  as  the  other  three  known 
ones,  is  totally  unacceptable.  When  there  is  a 
central  panel  in  the  predclla  of  a  Spanish  fifteenth 
century  retable,  it  invariably  contains  a  Christ 
standing  in  the  Tomb,  Pieta  or  Lamentation,  what- 
ever the  subjects  of  the  adjoining  compositions 
may  be.  Pedro  Berruguete's  few  surviving  re- 
tables,  however,  break  away  from  this  tradition 
in  arranging  in  the  predclla  an  even  number  of 
painted  panels  at  the  sides  of  a  central  space  filled 
by  sculpture  or  other  decoration.  Six  half-length 
prophets  in  upright  panels  are  thus  placed  at  Santa 
Eulalia,  Paredes  de  Nava,  but  the  horizontal  shape 
and  size  of  the  King  David  and  its  three  original 
companion  panels  suggest  that  they  were  prob- 
ably the  only  painted  ones  and  were  arranged  in 
pairs  at  the  sides  of  a  central  space  or  sculpture. 
From  the  attitudes  of  these  four  Prophets  it  seems 
likely  that  Isaiah  and  David  were  on  the  left  side 
and  Solomon  and  Jeremiah  on  the  right.  (Later 
information  about  the  whereabouts  of  panels 
from  this  retable  can  be  found  in  my  recent  note 
in  the  Art  Bulletin,  LVII-4,  1975,  pages  473-475). 

The  large  Adoration  of  the  Magi  from  the  Osona 
workshop,  now  at  San  Francisco,  is  catalogued  as 
by  Rodrigo  de  Osona  the  Elder  and  Assistant, 
with  a  proposed  dating  c.  1500,  but  I  prefer  to 
consider  it,  as  Diego  Angulo  has  suggested,  an 
early  work  of  his  son,  and  I  would  date  it  not  later 
than  1490.  The  obviously  strong  influence  of  the 
father  cannot  disguise  the  difference  in  quality 
from  his  works.  The  statement  that  the  ships  in 
the  background  may  be  linked  to  the  legend  of 
the  Magi  does  not  take  account  of  their  ante- 
cedents in  Rodrigo  the  Elder's  Crucifixion  in 
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Nicolas, Valencia,  and  Bcrmejo's  Virgin  ofMont- 
||  -rrat  at  Acqui  Terme  (plates  43  and  39  in  my 
:  lonograph  on  Bermejo),  while  in  the  search  for 

I  jmparisons  in  Italian  and  Netherlandish  works, 
jch  obvious  debts  to  Bermejo  as  the  sunset  effect 

[  /ith  dark  clouds  and  the  broken  plaster  on  the 
I  .'all  behind  Joseph  have  been  missed. 

Fewer  controversial  points  arise  out  of  the  later 

II  /orks.  But  it  is  surprising  to  find  under  Pedro 
|J  4achuca  that  his  design  for  the  Palace  of  Charles  v 
|j  t  Granada  is  described  as  circular,  whereas  it  is  a 
[  .mare  building  with  a  raised  circular  interior 

ourtyard.  El  Greco's  Laocoon,  one  of  the  master- 
I  ieces  of  the  Kress  Collection  at  Washington,  is 
I  lven  a  very  full  entry,  though  without  a  clear 
erdict  by  the  author  on  the  significance  ot  this 
f  nigmatic  composition.  Zurbaran's  SS.  Jerome, 
t  ''aula  and  Eustochium  (Washington)  is  still  accept- 
1  d  as  an  autograph  work,  though  opinions  are 
ecorded  in  support  of  the  view  that  it  is  partly  a 
vork  of  collaboration.  In  my  view  it  should  be 
irmly  downgraded  to  the  status  of  a  studio  work, 
I  is  I  see  nothing  in  it  that  is  worthy  of  Zurbaran's 
1  >wn  hand.  The  composition  is  three  seated 
igures  is  banal,  the  division  of  the  backgraound 
nto  dark  and  light  areas  by  a  sharp  vertical  edge 
lear  the  middle  is  crude,  and  the  poorly  drawn 
I  nnldings  almost  in  monochrome  in  the  left 
background  cannot  compare  with  the  luminous 
mes  seen  in  the  distance  in  some  of  the  canvases 
sf  the  Guadalupe  cycle,  with  which  this  work 
s  believed  to  be  contemporary.  Moreover  the 
landling  is  generally  hard  and  insensitive. 
Incidentally,  the  statement  that  this  is  a  unique 
depiction  of  these  three  saints  is  disproved  by 
Valdes  Leal's  standing  full-length  canvas  of  St. 
Eustochium  from  Santa  Isabel,  Seville,  now  at  the 
Bowes  Museum,  Barnard  Castle,  in  which  these 
saints  appear  together  again  in  a  small  subsidiary 
scene  on  the  left  side. 

Among  the  later  Spanish  painters,  the  entry  on 
Joaquin  Inza  is  befogged  by  mention  of  the 
clearly  erroneous  information  that  the  Kress 
portrait  of  the  Duchess  of  Alba  at  Memphis  (and 
Goya's  full-length  of  the  wife  of  Cean  Bermudez 
at  Budapest)  once  bore  Inza's  signature.  Agustin 
Esteve,  who  certainly  worked  for  the  Albas,  is  a 
more  likely  candidate  for  the  Memphis  portrait 
than  Inza.  Goya's  fine  male  portraits  at  San 
Francisco  and  Washington  raise  no  doubts,  but 
the  entry  on  the  small  version  of  El  Pelele  (New 
York),  sensibly  downgraded  to  'after  Goya', 
muddles  its  Prado  Museum  references,  No.  802 
being  the  cartoon  (not  the  tapestry),  while  No. 
822  is  an  El  Greco!  And  in  the  following  entry, 
Maja  and  Majos  in  a  Park  by  a  Follower  of  Goya 
(Houston),  Eugenio  Lucas's  birthdate  should 
now  be  corrected  to  1 8 1 6  (see J.  Baticle,  Revue  du 
Louvre,  No.  3,  1972). 

The  German  School  includes  notable  works  by 
Diirer,  Griinewald  and  Strigel,  but  the 
Washington  Young  Man  in  an  Orange  Hat  'attri- 
buted to  Hans  Holbein  the  Younger'  is  not 
worthy  of  that  great  name  and  is  probably  by  a 
later  imitator.  The  Early  Netherlandish  School 
has  Memling,  Bosch  and  Gossaert,  and  among 
the  later  Flemish  are  Rubens,  Van  Dyck  and 
Jordaens.  The  Dutch  Representation  is  unusually 
thin,  but  includes  fine  examples  of  Saenredam, 
S.  van  Ruysdael,  J.  van  Ruisdael  and  de  Hooch, 
while  the  large  French  Quota  is  strong  in  Poussin, 
Chardin,  Fragonard,  David  and  Ingres. 

Concentration  here  on  some  of  the  more 
controversial  points  must  not  be  allowed  to 
obscure  the  great  value  of  the  work  of  research 


and  compilation  carried  out  by  Professor  Eisler  111 
this  volume,  which  for  the  quality  and  quantity 
of  its  contents  is  an  extraordinary  bargain  by 
today's  standards.  Students  and  museum  visitors 
will  find  it  of  enormous  interest  for  decades  to 
come.  Eric  Young 
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This  book  covers  the  last  hundred  years  of 
glassmaking,  and  it  centres  round  an  unbroken 
series  of  pictures  off.  350  pieces  of  glass.  Or  rather 
works  in  glass,  for  it  includes  a  section  on  screens 
and  architectural  glass,  a  category  rarely  repre- 
sented in  general  glass  literature.  The  majority  of 
the  illustrations  show  vases  and  bowls  and  bottles, 
artistically  made  and  decorated,  also  a  laTge 
number  of  freely  formed  objects,  and  even  a 
selection  of  table  services.  The  stress  is  on  postwar 
glass,  and  what  happened  before  1940  is  included 
mainly  as  historical  background  material. 

To  leaf  through  this  mass  of  glass  pictures  is  a 
somewhat  confusing  experience,  as  there  are 
often  as  many  as  three  or  even  four  illustrations  to 
a  page,  taken  by  photographers  with  widely 
varying  skills  and  attitudes  to  glass  photography. 
The  pictures  are  grouped  into  divisions,  which 
are,  however,  rather  blurred  at  the  edges,  and  the 
overlappings  which  ensue  make  it  none  the  easier 
to  find  one's  way  among  such  an  abundance.  To 
this  reviewer  it  seems  that  coloured  glass,  where 
modern  glassmakers  have  made  their  most 
brilliant  contributions,  is  somewhat  under- 
represented,  being  given  only  22  pictures  in  the 
colour  section  proper.  Plus  quite  a  few  more  in 
other  sections,  and  among  the  pre-1940  glass.  But 
here  the  colour-glasses  cannot  always  be  iden- 
tified as  such,  for  the  captions  frequently  give 
only  the  names  of  designer  and  producer,  on  rare 
occasions  name  of  owner,  and,  with  luck,  dimen- 
sions. The  colour-plates  help  of  course,  but  they 
make  up  a  very  small  percentage  of  the  whole. 

The  picture  section  is  preceded  by  37  pages  of 
text,  consisting  of  historical  narrative  and  dis- 
cussion about  design,  craftsmanship  and  industry. 
As  the  text  is  divided  up  in  a  different  way  from 
the  illustrations,  there  is  no  easy  correspondence 
between  the  two.  The  index  at  the  end  is  helpful, 
but  suffers  from  many  imperfections.  And  one 
misses  sorely  a  concentration  of  themes  and 
subjects  into  clear  paragraphs  and  chapters,  for  a 
lot  of  interesting  and  useful  information  lies 
hidden  away  in  this  broad  flow  of  text.  Mr.  Beard 
has  much  to  relate  about  the  Bohemian  glass 
industry,  its  history  in  the  early  part  of  the  period 
and  its  transformation  from  the  old  private 
enterprise  pattern  to  the  highly  centralised 
national  industry  of  today,  as  well  as  how 
Czechoslovakia's  glassmakers  have  tried  to  set  up 
a  fruitful  design  policy  under  both  systems.  If 
only  this  had  been  collected  in  one  place  under  a 
heading  such  as  'Czechoslovakia  past  and  pre- 
sent', and  with  consistent  references  to  the  re- 
levant pictures! 

Naturally  Mr.  Beard  gives  quite  a  lot  of  space 
to  the  small,  individual  glassmaking  establish- 
ments with  purely  artistic  aims,  which  the  in- 
vention of  the  small,  one-man  furnace  has  made 
possible.  But  he  never  calls  it  Studio  Glass,  which 
surely  is  the  proper  and  generally  accepted 


description.  Instead,  he  talks  about  'offhand'  or 
'pop'  or  'fun'  glass,  which  seems  a  somewhat 
flippant  way  of  dealing  with  a  most  important 
modern  trend.  And  he  never  distinguishes  it  as  the 
very  special  and  separate  group  within  the  mod- 
ern glassmaking  world,  which  it  most  definitely 
is.  Fortunately,  the  name  Harvey  Littleton  figures 
in  the  index  with  the  right  text  references  (though 
the  wrong  ones  for  the  illustrations.  Such  mis- 
takes are  not  easy  to  avoid,  but  they  are  irritating 
all  the  same),  and  Mr.  Beard  gives  quite  a  detailed 
description  of  how  it  all  began,  in  the  United 
States  in  1962.  But  this  is  packed  into  the  middle 
of  a  chapter  called  mysteriously  'For  better 
living',  and  might  easily  be  lost  to  all  but  the  most 
careful  reader. 

The  book  ends  with  select  lists  of  manufac- 
turers and  of  designers.  Many  of  the  people 
mentioned  among  the  latter  are  not  designers,  but 
practitioners,  among  them  the  exquisite  stipple 
engraver  Laurence  Whistler,  to  whom  the  book 
is  dedicated.  This  list  is  of  great  interest,  but  not 
altogether  reliable :  for  instance  Ercole  Barovier  is 
no  more  with  us,  he  died  in  1974,  and  the  Finnish 
designer  Nancy  Still  is  consistently  called  Nanny. 
The  list  of  manufacturers  seems  arbitrary  in  the 
names  selected,  and  one  sorely  misses  some 
overall  planning  and  a  proper  correspondence 
with  the  rest  of  the  book.  Some  of  the  names 
listed  are  represented  neither  in  the  introduction 
nor  among  the  illustrations,  while  one  looks  in 
vain  for  detailed  information  about  many  firms 
named  in  the  captions.  Why  mention  the  French 
factory  of  Pantin  -  with  its  long  subsidiary  name 
wrongly  spelt  and  its  closing  date  incorrect  - 
when  there  are  no  pictures  of  its  products  and  no 
mention  of  it  in  the  introduction?  On  the  other 
hand,  the  names  of  Dartington,  King's  Lynn  and 
Wedgwood  are  all  absent  from  the  list.  These  are 
fairly  new  establishments,  and  many  might  be 
grateful  for  some  concentrated  factual  infor- 
mation about  them,  not  to  mention  some  illus- 
trations of  their  products.  Altogether,  Mr.  Beard 
seems  strangely  reluctant  to  relate  what  is  hap- 
pening in  this  country.  'The  Glasshouse',  that 
important  institution  which  has  done  so  much  to 
stimulate  both  English  and  foreign  glassmakers, 
does  not  appear  in  the  index,  and  only  a  close 
reading  reveals  some  relevant  facts  under  the 
name  of  Samuel  Herman  in  the  list  of  designers. 
And  that  very  important  survey  of  the  English 
glass  scene,  Wendy  Evans's  article  in  the  Annales 
of  the  glass  conference  in  Prague  in  1970,  is  absent 
from  the  bibliography,  which  contains  too  much 
of  the  obvious. 

But  there  are  nice  surprises  too.  This  reviewer 
was  delighted  to  find  a  detailed  entry  on  Edns 
Eckhardt,  the  American  glassmaker,  who  made 
fine  artistic  and  individual  work  before  the  studio 
glass  period  proper.  Somehow  she  has  only  rarely 
tound  her  way  into  general  surveys,  perhaps 
because  she  does  not  easily  fit  into  any  category. 
So  Mr.  Beard's  disdain  of  systems  has  its  com- 
pensations. Altogether,  this  is  an  exasperating 
book  for  the  reader  who  is  in  search  of  well- 
organised  and  reliable  information.  It  is  also 
frustrating  for  those  who  want  to  feast  their  eyes 
on  the  beauties  of  modern  glass,  as  only  a  handful 
of  the  pictures  does  full  justice  to  the  models.  But 
we  have  not  before  seen  such  a  vast  compilation 
of  pictures  between  one  pair  of  book  covers,  and 
we  are  not  likely  to  see  another  again  within  the 
foreseeable  future.  In  the  very  massiveness  of  its 
pictorial  material  lies  the  value  of  Mr.  Beard's 
book.  Ada  Polak 


153 


The  Arts 
in  Europe 


GREAT  BRITAIN 


The  Queen's  Pictures 

The  pictures  in  the  possession  of  Her  Majesty  the 
Queen,  comprise  the  oldest  and  most  extensive 
private  collection  of  pictures  in  Britain.  It  is 
therefore  appropriate  that  in  the  year  of  her  Silver 
Jubilee  a  selection  has  been  made  to  demonstrate 
the  history  of  its  growth  from  Henry  vm  to 
Elizabeth  n  and  to  reveal  the  tastes  of  those 
sovereigns,  consorts  and  Princes  of  Wales  who 
have  contributed  most  significantly  to  it.  This  has 
been  hung  in  the  Queen's  Gallery,  Buckingham 
Palace,  opened  by  the  Queen  fifteen  years  ago. 

Although  the  Tudors  owned  a  great  many 
pictures,  as  visitors  to  the  Royal  palaces  testified, 
little  is  known  of  their  quality.  They  were  mainly 
battlepicces,  religious  pictures  and  portraits, 
many  with  propagandist  purposes.  Such  is  the 
Elizabeth  I  and  the  Three  Goddesses,  attributed  to 
Hans  Eworth,  in  which  the  Queen  with  an  orb  in 
her  hand  assumes  the  role  of  Pans  andjudges  the 
three  goddesses,  while  herself  surpassing  them  in 
beauty  and  accomplishments.  But  although 
Elizabeth  sat  for  several  portraits  and  showed  an 
intelligent  interest  in  art,  little  is  known  of  her 
collecting  tastes.  The  artistic  appreciation  of  the 
Stuarts  is  more  easily  assessed  as  their  patronage 
and  collecting  were  both  more  active  and  better 
documented.  That  of  Charles  n  was  highly 
developed;  building  on  the  foundations  laid  by 
his  elder  brother,  Henry,  Prince  of  Wales,  he 
assembled  a  remarkable  collection  of  sixteenth- 
and  seventeenth-century  European  masters.  The 
greatest  additions  to  this  were  a  large  part  of  the 
collection  of  the  Gonzaga  Dukes  of  Mantua, 
purchased  in  the  1620s,  including  the  great 
Triumph  oj  Caesar  series  by  Mantegna,  recently 
restored  and  now  hanging  at  Hampton  Court. 
Sadly  most  of  the  collection  was  dispersed  in  1649 
and  many  paintings  have  found  their  way  to 
galleries  such  as  the  Prado  and  the  Louvre;  the 
few  that  remain  are  represented  in  the  exhibition 
by  a  Domenico  Feti  and  a  Dosso  Dossi.  Van 
Dyck's  full-length  portrait  Charles  I  and  Rubens' 
SelJ-Portrait  of  1623,  both  executed  for  the  King, 
represent  his  discerning  and  extensive  patronage 
of  eminent  contemporary  artists. 

The  early  Hanoverians  showed  no  interest  in 
the  arts,  until  Frederick,  Prince  of  Wales,  elder 
son  of  George  n,  who  made  several  fine  pur- 
chases, such  as  the  Guido  Reni  Cleopatra  in  this 
exhibition.  His  son,  George  in,  also  made  some 
distinguished  additions  to  the  collection,  acquir- 
ing in  1762  the  magnificent  collection  formed  by 
Joseph  Smith,  the  English  Consul  in  Venice,  a 
great  connoisseur  of  pictures.  This  included 
several  of  Canaletto's  finest  paintings,  two  of 
which  (Roman  views)  are  displayed,  but  sur- 


prisingly not  illustrated  in  the  catalogue. 
Comparable  to  Charles  I  as  an  extravagant 
connoisseur  and  collector,  George  IV  spent  en- 
ormous sums  on  works  of  art.  His  collection  of 
European  masters  made  a  significant  impact  on 
the  work  of  the  artists  he  patronised:  Wilkie 
(represented  by  Blind-Man' s-Buff)  and  Mulready 
(The  Wolf  and  the  Lamb)  learnt  much  from  the 
King's  Dutch  genre  paintings  such  as  Jan  Steen's 
The  Interior  of  a  Tavern  or  David  Teniers  the 
Younger's  The  Interior  oj  a  Kitchen. 

Queen  Victoria  and  her  beloved  Consort  com- 
missioned such  artists  as  Winterhalter  and 
Landseer  to  record  their  family  and  their  favour- 
ite pets  and  places.  Victoria's  purchase  at  Albert's 
instigation  of  several  early  Flemish.  German  and 
Italian  pictures,  such  as  Gentile  da  Fabnano's 
Madonna  and  Child  with  Angels,  reveals  the 
originality  of  Albert's  taste  in  art. 

The  most  notable  additions  made  to  the  Royal 
Collection  so  far  this  century  have  been  the  fine 
Impressionist  pictures  acquired  by  Queen 
Elizabeth  the  Queen  Mother  early  in  George  vi's 


reign,  such  as  Sisley's  The  Seine  near  St.  Cloud, 
and  the  collection  of  contemporary  and 
Commonwealth  pictures,  built  up  by  the  present 
Queen  and  the  Duke  of  Edinburgh,  including 
works  by  Sutherland,  Piper  and  Nash. 

An  exhibition  of  this  size  cannot  be  expected  to 
do  justice  to  the  richness  of  the  Royal  Collec- 
tion, nor  to  the  achievements  of  great  Royal 
connoisseurs  such  as  Charles  1  and  George  iv.  It 
does,  however,  give  an  indication  not  only  of 
the  artistic  tastes  of  the  Royal  family,  both  as 
collectors  of  established  masters  and  patrons  of 
contemporary  artists,  but  also  of  the  variety  and 
quality  of  the  Collection.  Opportunities  to  see 
other  aspects  of  the  Queen's  Collections  are 
presented  in  specialist  exhibitions  every  year  at 
the  Queen's  Gallery;  parts  of  Hampton  Court, 
Windsor  and  now  Sandnngham  are  open  to  the 
public,  and  the  Queen  frequently  lends  her 
pictures  to  temporary  exhibitions,  such  as  'This 
Brilliant  Year'  currently  at  the  Royal  Academy. 

Having  whetted  the  appetite  with  a  visit  to  the 
exhibition,  it  can  better  be  satisfied  by  a  perusal  of 
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the  recently  published  'The  Queen's  Pictures'  by 
'"I  Sir  Oliver  Millar,1  Surveyor  of  The  Queen's 
;BI  Pictures,  the  first  book  to  give  a  detailed  account 
"if  of  the  history  of  the  Royal  Collection  and  of  the 
|  tastes  of  British  sovereigns.  It  is  a  straightforward, 
Kfj  scholarly  account  of  what  they  collected,  the 
"f-  agents  they  used  and  the  money  they  spent.  It  is 
fi  enlivened  by  anecdotes  and  quotations  from 
It  contemporaries  and  humanised  by  insights  into 
&  the  characters  of  the  Royal  collectors;  it  reveals 
8  their  originality  and  their  conservatism,  their 
of  likes  and  dislikes,  their  enthusiasms,  cxtrava- 
i«  gances  and  successes.  Together  with  the  exhi- 
k  bition  it  is  a  valuable  appraisal  of  a  collection 
k  which  may  not  be  a  great  as  that  formed  by  the 
»  Romanovs,  the  Hapsburgs  or  the  Valois,  but, 
which  unlike  these,  still  exists  today  as  an  ac- 
cessible private  and  not  public  collection. 

Briony  Llewellyn 

i.  'The  Queen's  Pictures'  by  Sir  Oliver  Millar, 
240  pages,  250  illustrations  and  52  colour. 
London:  Wcidenfeld  and  Nicolson  with  the 
British  Broadcasting  Corporation;  ^15.00. 


Late  Gothic  Art  from  Cologne 

5  Apnl-i  June  1977 
The  National  Gallery,  Trafalgar  Square  WC2 

'Je  ne  me  derange  pas  pour  un  Cranach'  -  the 
words  are  those  of  a  former  director  of  the  Louvre 
when  asked  to  go  out  of  his  way  to  see  a  German 
painting,  but  they  could  serve  to  sum  up  a 
prevalent  attitude  to  German  art.  Diirer  of  course 
is  an  exception  and  C.  D.  Friedrich  has  recently 
been  re-discovered,  but  otherwise  the  field  is 
largely  undervalued  or  unknown. 

As  a  step  towards  remedying  this  situation  the 
choice  of  fifteenth  century  Cologne  could  not  be 
bettered.  For  Cologne,  a  major  centre  of 
European  trade,  had  an  uninterrupted  tradition  of 
painting  incomparably  richer  than  any  other 
German  centre.  For  the  period  before  1 500,  three 
hundred  and  forty-four  surviving  paintings  from 
Cologne  have  been  listed  (Stange,  'Kritisches 
'  Verzeichnis.  .  .'),  more  than  twice  as  many  as 
from  any  other  area.  And  if  one  can  accept  the 
calculation  that  this  represents  a  three  per  cent 
survival  rate,  one  can  obtain  a  notion  of  the 
vastness  of  the  total  output.  Quantity  is  not  the 
only  factor.  Cologne  is  of  major  importance 
because  its  artistic  tradition  remained  unbroken 
throughout  the  period  and,  above  all,  because  it 
stands  at  the  western  crossroads  into  Germany: 
the  point  at  which  French  and  Netherlandish 
influences  entered  Germany.  Hence  the  art  of 
Cologne  was  always  more  'western'  than  that  of 
other  German  centres. 

The  splendid  exhibition  at  the  National 
Gallery  consisted  largely  of  paintings  from  the 
Wallraf-Richartz-Museum  in  Cologne,  sup- 
plemented by  the  Gallery's  own  collection, 
together  with  a  considerable  selection  of  wood 
carvings  and  smaller  groups  of  illuminated  manu- 
scripts, textiles  and  stained  glass  from  the 
Schniitgen  Museum,  Cologne.  It  was  a  dazzling 
display.  Happily  there  were  only  sixty  objects  — 
just  enough  to  assimilate  and  to  enjoy  thoroughly 
before  the  onset  of  museum  fatigue.  Each  exhibit 
is  reproduced  in  the  admirable  catalogue  and  the 
National  Gallery  is  to  be  congratulated  on  exhi- 
bition and  catalogue  alike. 

The    first    room,    covering    the  period 


1400-1430,  formed  the  most  coherent  whole. 
This  is  the  period  of  the  Master  of  Saint  Veronica 
and  the  Master  of  Saint  Lawrence  (there  is  a  lack 
of  knowledge  of  the  artists'  identities).  It  is  the 
period  of  the  International  Gothic  style,  of 
elegance,  grace,  sweetness  and  charm,  and  of  a 
growing  naturalism  particularly  in  the  rendering 
of  plants  and  animals,  and  these  qualities  abound 
in  Cologne.  Angels  more  sweet  and  Madonnas 
more  tranquil  in  their  gardens  of  paradise  can 
hardly  be  imagined.  There  arc  close  links  with 
contemporary  Parisian  book  illumination,  parti- 
cularly the  Boucicaut  Master,  but  this  was  a  truly 
international  style  and  Stefano  da  Verona's 
Paradise  garden  is  a  close  relative  of  the  Rhenish 
ones. 

The  van  Eycks'  Ghent  altar  piece  is  dated  1432 
and  northern  European  painting  was  never  the 
same  again.  Reviewers  of  this  exhibition  have 
stressed  the  conservatism  of  the  Cologne  style, 
but  the  influence  of  Jan  van  Eyck  is  indelible, 
particularly  in  the  work  of  Stephan  Lochner  in 
the  1440s.  Considering  his  towering  stature, 
Lochner  was  under-represented  in  the  exhibition, 
but  it  was  a  rare  and  instructive  pleasure  to  see  the 
National  Gallery  panel  re-united  with  its  com- 
panion piece  in  the  Wallraf-Richartz-Museum 
(catalogue  numbers  11,  12).  Lochner  has  retained 
the  traditional  gold  background,  but  there  is  a 
new  naturalism  in  the  figures  and,  above  all,  in  the 
rendering  of  light  and  shade,  in  which  the  debt  to 
van  Eyck  is  strikingly  evident. 

From  about  1 460,  Netherlandish  influence  is  all 
pervasive.  The  Master  of  the  Life  of  the  Virgin  is 
closely  dependent  on  Rogier  van  der  Weyden 
and  Dirk  Bouts  (catalogue  numbers  13,  14).  Not 
only  his  style  but  also  his  use  of  'realistic  sym- 
bolism' owes  much  to  the  Netherlandish  painters. 
In  the  Presentation  in  the  Temple  both  the  carving 
on  the  altarpicce  and  the  embroidery  on  Simeon's 
cape  are  charged  with  typological  significance. 
Perhaps  the  full  extent  of  Netherlandish  influence 
was  insufficiently  clear  in  this  exhibition.  One 
missed,  for  example,  the  Master  of  the  Legend  of 
Saint  George,  who,  as  early  as  1460,  abandoned 
the  gold  background  in  favour  of  a  naturalistic 
landscape  on  the  Netherlandish  model.  Yet  it 
remains  true  that  there  was  a  strong  element  of 
conservatism  in  fifteenth-century  Cologne  and, 
in  particular,  the  sweetness  and  charm  of  the 
International  style  remained  a  hall-mark  of 
Cologne  throughout  the  century.  By  way  of 
contrast,  the  exhibition  ended  with  a  strong 
selection  of  works  by  the  Master  of  the  S.unt 
Bartholomew  Altarpicce  whose  contorted  pos- 
tures, agonised  faces  and  marvellously  elongated 
fingers  qualify  him  for  the  description  ot  'late 
Gothic  mannerist'. 

Apart  from  the  portraits,  nearly  all  the  art  on 
display  was  religious  in  content.  However, 
Cologne  was  a  self  governing  city  with  a  thriving 
mercantile  class  and  this  is  reflected  in  the  fact  that 
the  majority  of  these  works,  particularly  in  the 
second  half  of  the  century,  were  paid  for  by 
middle  class  patrons.  Donors  are  frequently 
portrayed  in  their  pictures  (catalogue  numbers 
11,  13,  17,  19,  21,  25)  and  they  are  often  identifi- 
able as  tradesmen,  officers  of  guilds  and  city 
councillors.  This  beautiful  exhibition  reflected 
the  golden  age  of  bourgeois  patronage  in 
Germany  before  the  power  of  the  princes  re- 
emerged  in  the  sixteenth  century. 

C.  M.  Kauffmann 


Cologne  School. 
Female  Saint,  c.  1500/10,  oak.  Height:  120  cm. 
Among  Cologne  School  paintings,  stylistic 
parallels  to  this  sculpture  are  found  mainly  in 
the  panels  of  the  Master  of  Saint  Severin. 
Schniitgen  Museum,  Cologne ; 
National  Gallery,  London. 


Stephan  Lochner,  (c.  i4io?-i45i). 
Saints  Mark,  Barbara  and  Luke. 
Front  of  a  right-hand  wing  of  an  altarpiece;  the 
left-hand  wing  belongs  to  the  National  Gallery 
and  was  in  the  exhibition,  oak,  105  x  57.5  cm. 
Wallraf-Richartz-Museum  Cologne ; 
National  Gallery,  London. 
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Queen  Victoria  and  her  Indian  Servant,  1893,  photograph.  National  Portrait  Gallery. 


Happy  and  Glorious 

130  Years  of  Royal  Photographs 

18  March-2  October  1977 
National  Portrait  Gallery 
2  St.  Martin's  Place,  WC2 

Photography  was  invented  in  1837,  the  very  year 
in  which  Queen  Victoria  ascended  the  throne  she 
was  to  occupy  until  1901.  On  the  morning  of  her 
betrothal  to  Prince  Albert  the  first  daguerreo- 
types, hot  from  France,  were  presented  to  her. 
The  new  art,  so  scientific  and  at  the  same  time 
miraculous,  took  her,  and  everyone  else,  by 
storm.  Suddenly  family  portraits  were  within  the 
reach  of  all.  Real  true  likenesses  to  be  had  at  the 
blink  of  a  machine.  An  infinity  of  pictures  of  dear 
ones,  departed  ones,  little  ones,  precious  dogs, 
horses,  houses,  pretty  places  visited  in  summer 
when  the  rain  held  off.  What  wonder  that  the 
typical  Victorian  middle-class  interior  contained 
a  piano  covered  with  photos,  an  extraordinary 
number  of  occasional  tables  sprouting  photos, 
walls  to  which  photos  were  attached  like  stamps, 
the  most  prized  in  silver  frames  of  ornate  design. 

'I  believe  the  Queen  could  be  bought  and  sold 
for  a  photograph',  one  of  her  ladies-in-waiting 
exclaimed.  She  had  thousands:  of  herself  and  her 
family,  their  outings,  their  guests  and  their 
palaces.  After  Albert's  death,  she  had  miniature 
ones  set  in  rings  and  lockets  with  coils  of  his  hair. 
On  the  blessed  anniversary  of  his  birth,  she  sent 
round  photos  of  'our  dear  Mausoleum'  as  a 
suitable  and,  one  may  suppose,  appreciated  mem- 
ento of  a  great  occasion.  She  also  used  them  for 
reference,  pinning  them  to  the  doors  of  rooms 
that  had  been  arranged  by  the  departed  Albert,  so 
that  no  change  could  go  inexcused  and  anything 
that  fell  to  pieces  be  restored  exactly  as  it  had  been 
before. 

This  exhibition,  consisting  of  no  less  than  two 
hundred  and  sixty-five  items,  gives  us  an  oppor- 
tunity to  study  not  only  one  hundred  and  thirty 
years'  worth  of  royalty  in  all  its  variety,  but  also 
the  changing  photographic  style.  The  most  in- 
teresting are  those  of  the  formidable  old  matri- 
arch Victoria,  her  delicate  little  features  swamped 
by  enormous  checks,  her  perpetual  air  of  melan- 
choly, of  displeasure,  of  temperament  and 
frustration.  The  small  family  groups  are  stiffly 
posed;  the  larger  lined  up  on  chairs  like  a  school, 
the  children  on  the  ground,  the  back  row  stand- 
ing. We  sec  her  in  her  pony  trap,  attended  by  her 
favourite,  John  Brown;  in  the  garden  with 
dispatch  boxes  and  an  Indian  in  waiting. 

Passing  to  the  present  generation,  we  often  find 
the  unfortunate  subjects  posed  with  strict  infor- 
mality and  suffused  by  an  atmosphere  of  silliness 
and  vulgarity.  This  effect  is  absent  from  the 
earlier  period.  The  prize  goes,  I  think,  either  to 
Queen  Elizabeth  when  Duchess  of  York,  or  to 
Christmas  Eve  at  Windsor  Castle  ig68:  Lord 
Snowdon  and  Princess  Margaret  discuss  the 
Gainsborough  paintings  on  the  wall  with  their  seven 
year  old  son,  Viscount  Linley,  while  Queen  Elizabeth 
the  Queen  Mother  looks  on. 

The  press  photographs,  however,  are  for  the 
most  part  free  of  slush.  We  see  the  Duke  of 
Windsor  creeping  away  after  his  abdication; 
facing  a  horde  of  cameramen  with  his  wife;  on 
the  way  to  visit  Hitler  in  Berchtesgaden.  There  is 
also  an  extraordinary  close-up  of  him  and  the 
Duchess  in  1957.  To  bring  the  exhibits  right  up  to 
date,  the  television  film  Royal  Family  is  shown 
continuously.  Louise  Con  i  - 


The  Flowering  Sand 

The  embroidery  of  the  Thar  Desert  in  Sind, 
Pakistan,  -  one  of  the  richest  and  least  known  of 
the  traditions  of  embroidery  of  the  Indian  sub- 
continent -  is  the  subject  of  an  exhibition  at  the 
Textural  Art  Gallery,  3  Lansdowne  Row,  off 
Berkeley  Square,  wi.  Deeply  rooted  in  the  life  of 
the  nomadic  and  settled  people  of  the  desert, 
where  the  women  may  spend  up  to  six  hours  a 
day  on  needlework,  the  embroideries  arc  every- 
day as  well  as  decorative  objects,  and  imbued 
with  magical  and  protective  forces.  The  chief 
articles  embroidered  arc  the  backless  rainbow 
coloured  blouses  of  the  women,  which  arc  worn 
everyday  as  well  as  on  ceremonial  occasions;  the 
heavily  embroidered  skirts  and  delicate  shawls 
which  are  worn  at  weddings  and  special  oc- 
casions: and  caps,  bags,  purses,  kerchiefs,  and 
bolsters  for  use  in  the  home.  Elaborate  head- 
dresses and  other  trappings  are  used  to  caparison 
the  horses  and  camels,  while  the  men  wear 
embroidered  turban  cloths,  cummerbunds  (the 
origin  of  our  use  of  the  word),  sashes  and  comfit 
purses.  More  than  seventy  of  these  pieces  are  on 
view  from  9  to  30june  and  are  for  sale. 

Joss  Graham 

The  Growth  of  a  Gallery 

During  the  last  twenty-five  years  the 
Southampton  Art  Gallery  has  built  up  an 
impressive  and  representative  collection  of 
paintings.  There  is  a  small  but  fine  group  of 
Old  Masters,  several  important  British  paintings 
from  the  mid-eighteenth  century  onwards  and 
late  nineteenth-  and  twentieth-century 
continental  paintings.  A  selection  of  these  are  on 
view  until  26June,  hung  in  order  of  acquisition 
to  demonstrate  the  history  of  the  Gallery's 
collection.  They  include  Gainsborough's 
Lord  Vernon,  a  landscape  by  Wright  of  Derby, 
Stanley  Spencer's  portrait  of  his  second  wife, 
Patricia  Preece,  Sickert's  self-portrait,  The 
Juvenile  Lead,  and  a  late  portrait  by  Renoir. 


Carved  limestone  head  of  Maitreya, 
portrayed  as  a  Bodhisattva, 
Northern  Wei  Dynasty,  sixth  century. 
Height :  43  cm. 
Eskenazi. 
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Ancient  Chinese  bronze 
vessels,  gilt  bronzes  and 
sculptures 

Two  private  collections,  one  formerly  part 
of  the  Minkenhof  collection 
9june-8 July  1977 
Eskenazi  Limited,  166  Piccadilly,  wi 

Chinese  Buddhist  sculpture  has  never  had  much 
jf  a  captive  audience  in  this  country.  One  ot  the 
problems  is  that  the  major  monuments  to 
Buddhism  in  China  were  carved  into  the  land- 
scape; at  the  magnificent  and  grandiose  cave 
temples  of  Yiin-kang,  Lung-men,  Kung-hsien, 
T'ien-lung-shan  and  Mai-chi-shan,  all  in  nor- 
thern China.  Nevertheless  more  portable  icons, 
including  independent  stone  sculptures  were 
produced  in  some  quantities,  particularly  during 
the  sixth  to  ninth  centuries  when  the  faith 
flourished  under  the  patronage  of  the  Imperial 
Court.  It  is  probably  from  such  an  independent 
stone  monument,  or  stele,  that  the  undoubted  star 
of  this  latest  Eskenazi  exhibition  comes. 

It  is  a  carved  limestone  head  of  Maitreya 
portrayed  as  a  Bodhisattva;  a  slim,  austere  carv- 
ing of  profound  sophistication  and  incomparable 
beauty.  A  fragment  of  the  original  it  may  be,  but 
the  head  and  head-dress  are  complete  in  them- 
selves and  represent  the  apogee  of  early  Buddhist 
sculpture  in  China.  It  may  be  dated  to  c.  520  ad, 
a  time  when  an  independent  and  distinctively 
Chinese  style  of  Buddhist  sculpture  had  first 
emerged  and  found  fulfilment  in  the  work  of  the 
early  caves  at  the  Lung-men  temples.  A  Lung- 
men  provenance  could  indeed  be  attached  to  this 
head,  but  I  feel  that  the  exceptional  fineness  of  the 
carving  and  the  highly  ornamented  headdress 
preclude  such  an  association.  It  was  often  the  case 
that  independent  sculptures,  although  reflecting 
the  dominant  sculptural  style  practised  at  the 
Imperial  cave  temples,  displayed  a  greater  degree 
of  finesse  and  attention  to  detail  than  could  ever 
be  achieved  in  their  rock-hewn  contemporaries. 

The  essential  characteristics  of  the  so-called 
Lung-men  style  are  well  illustrated  in  this  sculp- 
ture: the  elongation  of  the  head,  the  tall  head- 
dress, high  arched  eyebrows,  long  nose  with 
distinctive  fiat  ridge,  long  ears  and  firm  satisfied 
lines  to  the  mouth  which  give  a  hint  of  that 
'archaic  smile'.  It  is  a  determinedly  iconographic 
style  which  concedes  little  to  the  naturalism  that 
was  to  characterise  Buddhist  sculpture  in  China 
some  hundred  years  later  in  the  T'ang  dynasty. 

This  masterpiece  has  a  considerable  supporting 
cast  in  the  exhibition,  in  the  form  of  a  number 
of  small  gilt  bronze  images  of  Buddhas, 
Bodhisattvas,  sundry  deities  and  secular  figures.  It 
is  rare  to  see  such  a  varied  selection  on  offer  at  any 
one  time.  Many  are  of  great  quality  and  beauty,  in 
spite  of  their  customary  small  size,  and  are  notable 
either  as  examples  of  particular  quality  or  as 
representatives  of  a  particular  style. 

Late  fourth  and  early  fifth  century  Buddhist 
icons  from  China  are  rare,  thanks  largely  to  the 
persecution  of  the  faith  in  the  years  444-446  ad. 
The  gilt  bronze  figure  of  Sakyamuni  Buddha  of 
the  late  fourth/early  fifth  century,  a  well-known 
example  with  a  distinctive  radiating  halo,  clearly 
demonstrates  the  dependence  of  early  Chinese 
styles  upon  those  of  Gandhara  from  whence 
Buddhism  and  its  attendant  iconography  had 
travelled  to  the  Middle  Kingdom  at  the  be- 
ginning of  the  Christian  era.  Nonetheless  there  is 
already  a  hint  of  that  formalism  inherent  in  the 


arts  of  China  and  which  was  to  emerge  so 
strongly  in  the  sculpture  of  Lung-men  in  the  early 
sixth  century. 

The  near  florid  naturalism  of  the  T'ang  style  is 
exemplified  by  the  figure,  also  in  gilt  bronze,  of 
the  Bodhisattva  Kuan-yin  seated  with  both  legs 
pendant.  A  less  common  icon  is  a  post-T'ang 
Cm  tenth  century  gilt-bronze  figure  of  Vairocana 
Buddha.  Gone  is  the  life  and  exoticism  of  the 
T'ang  and  in  its  place  a  certain  staid  austerity  lends 
a  dignity  which  was  soon  to  succumb  to  the 
decorative  excesses  of  Buddhist  art  of  the  later 
Sung  and  Yiian  periods. 

Some  of  the  most  interesting  bronze  figures  in 
this  exhibition  are  those  which,  by  virtue  of  their 
unusualness,  defy  categorisation.  Such  as  the 
immature  gilt  bronze  images  of  an  Asiatic  groom, 
kneeling  attendant  lady  and  lokopala  or  guar- 
dian. All  are  types  familiar  to  the  pottery  tomb 
figure  tradition  but  are  not  normally  found  in  gilt 
bronze. 

The  exhibition  also  includes  bronzes  of  a  more 
familiar  kind;  ritual  vessels,  among  which  the 
Shang  dynasty  tripod  ting  is  an  especially  fine 
example,  belt  hooks,  mirrors,  Ordos  bronzes, 
finials,  plaques  and,  finally,  a  particularly  ag- 
gressive looking  gilt  bronze  bear,  once  the  foot  of 
a  vessel,  of  Western  Han  date  and  originally  in  the 
famous  Stoclet  collection. 

The  catalogue  may  be  recommended  with 
equal  enthusiasm.  As  usual  it  is  fully  illustrated 
and  produced  to  a  very  high  standard,  with  long 
and  informative  entries  for  each  object.  The 
thorough  research  confirms  the  pedigree  of  most 
of  the  objects. 

Edmund  Capon 


Wellington  Gems 

8-i7june 1977 
S.J.  Phillips,  139  New  Bond  Street,  wi 

The  cameos  and  intaglios  collected  by  the  second 
Duke  of  Wellington  in  the  early  nineteenth 
century  are  now  being  exhibited  for  the  first 
time.  The  thirteen  to  fifteen  thousand  pieces 
varying  enormously  in  age,  quality  and  impor- 
tance, provide  valuable  comparisons  for  study 
and  a  panorama  of  the  history  of  gem  engraving. 
The  array  of  mythological  characters  and  scenes, 
imperial  heads  and  divinities,  tells  the  story  of  the 
ancient  art,  which  since  its  Classical  origins 
enjoyed  two  great  revivals:  firstly  during  the 
Renaissance,  and  then  again  in  the  age  of  late 
eighteenth  and  early  nineteenth  century  Neo- 
classicism.  Starting  with  several  Roman  ex- 
amples, the  collection  reflects  the  Classical  ideals 
and  reverence  for  the  gods  which  were  later 
recaptured  by  new  schools  of  gem  engravers 
founded  at  both  periods  of  renewed  interest. 
Amongst  the  Renaissance  contributions  is  a  fine 
onyx  cameo  based  on  the  engraving  by  Albrecht 
Diirer  of  the  Seamonster.  This  also  illustrates  an 
aspect  of  stone  carving  for  reproducing  miniature 
versions  of  paintings  or  frescoes.  This  creature,  a 
mythological  mixture  of  horses'  legs  and  fish  tail, 
is  carrying  off  a  nymph  on  its  back,  accompanied 
by  two  putti.  Another  (sixteenth/seventeenth 
century)  cameo  depicts  the  punishment  of 
Prometheus  after  a  drawing  by  Michelangelo 
now  hanging  in  Windsor  Castle. 

The  eighteenth  and  early  nineteenth  centuries 
with  their  fascination  for  all  things  Classical  and 
their  highly  skilled  and  talented  craftsmen,  are 
perhaps  best   represented   in   the  exhibition. 


Deeply  imbued  with  the  spirit  of  Nco-classicism, 
these  stones  are  sculpted  with  forms  such  as 
Jupiter,  Venus,  Ariadne,  winged  Minerva,  sub- 
servient Hebe,  mischievous  Cupid  or  a  beautiful 
if  stylised  princess  (a  love  of  heroine's  is  evident). 
Facial  expressions,  the  shading  of  Bacchic  curls  or 
a  diaphanous  gown  reveal  the  skill  needed  to 
carve  layers  of  multi-coloured  stone  or  an  incised 
relief  of  an  intaglio.  The  pieces  from  the  hands  of 
the  great  gem  engravers  such  as  Pichler  and 
Marchant,  in  imitation  of  Roman  stones,  are 
worth  close  examination,  and  there  is  one  excep- 
tionally fine  example  worked  by  Morelli 
( 1 771  — 1 838),  the  teacher  of  the  famous  Pistrucci. 

Some  of  the  main  attractions  will  undoubtedly 
be  those  beautiful  eighteenth-century  carved 
stones,  which  were  once  part  of  the  collection 
accumulated  by  Prince  Poniatowski  in  the  belief 
that  they  were  all  ancient.  The  collection  was  sold 
by  Christie's  in  1839,  by  which  time  the  fraud  was 
exposed  and  the  sale  was  a  failure.  Some  three 
hundred  and  sixty  single  cameos  are  set  as  rings, 
others  to  be  worn  as  pendants  or  brooches,  while 
most  are  arranged  in  groups  of  about  fifteen  as 
necklaces.  All  are  for  sale. 

Vivienne  Becker 


Paul  Sandby. 
A  young  gentleman  standing  in  a  landscape,  drawing, 
watercolour  and  pencil,  1 8  x  11.5cm. 


This  lovely  drawing  may  be  a  portrait  of 
Thomas  Sandby,  Paul's  brother.  It  is  included 
in  the  Covent  Garden  Gallery's  (20  Russell 
Street,  WC2)  June  exhibition  of  watercolours 
and  drawings.  There  are  many  other  fine  works 
demonstrating  the  variety  and  delicacy  of  the 
British  watercolour  school:  such  as  a  seascape  by 
Samuel  Austin,  drawings  of  horses  by  T.  S. 
Cooper,  a  landscape  sketch  by  Alexander 
Cozens,  The  council  of  Jupiter,  Minerva  and  the 
Odyssey  by  Flaxman,  An  interior  with  Albanians 
drinking  coffee  by  J.  F.  Lewis,  a  group  of  sketches 
of  badgers  by  Joseph  Wolf  and,  appropriately 
for  the  gallery,  a  view  of  the  Piazza  of  Covent 
Garden  by  Thomas  Sandby. 
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Japanese  School,  eighteenth  century, 
watercolour  sketch  of  a  skipjack  tunny-fish. 

From  a  collection  of  about  forty  watercolour 
studies  offish  and  insects  painted  by  a  Japanese 
artist  in  the  eighteenth  century.  Some  are 
original  compositions  and  some  are  copies  of 
earlier  pictures,  but  all  are  lively  and  decorative, 
beautifully  drawn  and  delicately  coloured.  They 
form  part  of  an  exhibition  'Fish  and  Fowl  in 
Watercolour'  held  by  Cyril  Fry  from  10  to  26 
June  at  his  gallery  in  Aldeburgh  in  Suffolk  to 
coincide  with  the  Festival.  Other  fish  drawings 
are  a  finely  drawn  group  c.  1830  by  Charles  M. 
Curtis  and  some  sketches  by  Edward  Forbes 
(181 5—1 854).  The  birds  include  two  groups  by 
Mary  Towne  (c.  1830)  and  an  Indian  artist  of  the 
early,  nineteenth  century,  a  sketch  of  a  fledgling 
by  John  Ruskin,  a  head  of  a  whooper  swan  by 
Samuel  Northcote,  Jnr,  and  a  hawk  by  T.  M. 
Richardson,  Jnr.  In  addition  there  are  eighteen 
fine  engravings  of  birds  by  Adriaen  Collaert,  a 
late  sixteenth-century  Flemish  artist. 

Also  in  Aldeburgh  during  the  Festival  will 
be  an  exhibition  of  forty  watcrcolours  from 
the  magnificent  collection  at  the  Whitworth 
Art  Gallery,  Manchester. 


The  Painter's  Eye 

An  Exhibition  to  commemorate  the 

250th  Anniversary  of  the  birth  of 
Thomas  Gainsborough  (1727-1788) 

4-26 June  1977 
Gainsborough's  House,  Sudbury,  Suffolk 

The  work  of  Thomas  Gainsborough  is  usually 
considered  old-fashioned  and  uninteresting,  apart 
from  the  few  well-known  'masterpieces',  but  the 
collection  of  paintings  and  drawings  on  display  in 
his  birthplace  at  Sudbury  is  intended  to  dispel  this 
impression.  Most  of  the  paintings  in  the  exhi- 
bition belong  to  the  period  before  1759,  during 
which  year  the  artist  left  his  native  Suffolk  for  the 
more  prosperous  resort  of  Bath.  The  influence  of 
the  Dutch  landscapists  and  of  the  French  Rococo 
school,  both  so  important  in  the  painting  of  his 
formative  years,  are  not  strong  enough  to  mask 
the  naivety  which  underlies  the  whole  exhibition, 
lending  it  a  lightheadedness  not  usually  as- 
sociated with  the  work  of  Gainsborough. 

The  centrepiece  of  the  exhibition  is  the 
recently-discovered  painting  of  St.  Mary's 
Church,  Hadleigh,  near  Sudbury.  This  enormous 
canvas,  does  not,  at  first  sight,  seem  typical  of 
Gainsborough's  work,  but  most  of  the  individual 
features  can  be  discerned  in  other  landscapes  of 


the  decade  1745-1755;  the  figures  and  animals 
appear  again  and  again  in  the  woodland  scenes  in 
which  the  young  artist  took  so  much  pleasure; 
the  cottages  clearly  result  from  the  Dutch  in- 
fluence, particularly  that  of  Nicolaes  Berchem; 
the  distant  landscape  and  sky  are  reminiscent  of 
the  celebrated  portrait  of  Mr.  and  Mrs.  Andrews. 
The  only  untypical  part  of  the  composition  is 
the  church  itself.  The  very  charming  roundel  of 
The  Charterhouse,  presented  to  the  London 
Foundling  Hospital,  in  1748,  Gainsborough's 
only  other  purely  architectural  painting,  is  also 
included  in  the  exhibition. 

His  portraiture  of  these  early  years  is  fully 
represented  by  a  number  of  fine,  if  rather  formal, 
paintings  dating  from  1750  to  1759,  the  earlier 
stiff  and  dull-coloured  pair  of  Mr.  and  Mrs.  John 
Vere  contrasting  strongly  with  the  richly  col- 
oured and  vividly  characterised  Lambe  Barry. 

The  artist's  later  work  is  represented  by  a  small 
but  very  important  collection  of  portraits.  This 
includes  The  Hon.  Edward  Bouverie,  dated  1773, 
who  wears  the  same  costume  as  the  Blue  Boy  of 
two  years  earlier :  Perdita  Robinson,  bought  for  the 
Prince  of  Wales  in  1797,  is  a  study  for  the  finished 
portrait  in  the  Wallace  Collection;  and  a  Self- 
portrait  of  about  1786  is  accompanied  by  a  very 
delicate  miniature  of  Margaret,  his  wife,  painted 
in  about  the  same  year. 

The  drawings,  which  cover  the  artist's  entire 
career,  from  1745  until  his  death  in  1788,  comple- 
ment the  paintings  well;  many  of  them  show 
the  initial  stages  in  the  composition  of 
Gainsborough's  landscapes,  which  he  preferred 
to  mock  up  in  the  studio,  rather  than  painting 
direct  from  nature.  The  individual  studies  of 
plants,  rustic  features  and  animals  are  especially 
interesting,  and  show  the  artist's  love  of  detail, 
and  his  interest  in  natural  forms.  But  the  drawings 
should  not  be  seen  merely  as  a  stage  in  the 
development  of  painted  compositions; 
Gainsborough  enjoyed  drawing  for  its  own  sake, 
as  a  totally  separate  expression  of  his  genius. 

David  Coke 


Thomas  Gainsborough.  St.  Mary's  Church,  Hadleigh,  1748?,  exhibited  for  the  first  time.  Sidney  Sabin ;  Gainsborough's  House,  Sudbury. 


Wood  model  of  a  reclining  tiger, 
Japanese,  sixteenth  century. 
Length:  74.3  cm. 

:rom  an  exhibition  of  Japanese  Works  of  Art 
it  Spink  and  Son,  5  King  Street,  St.  James's,  swi 
rom  10  to  1 7  June.  As  well  as  some  rare  wood 
;culpture  there  are  fine  ceramics,  lacquer-work 
ind  bronzes.  The  illustrated  catalogue  contains 
jn  article  on  Japanese  porcelain  by  Dr.  Oliver 
Impey. 


WEST  GERMANY 


The  Age  of  the  Staufer, 
History,  Art  and  Sculpture 

26  March-5  June  1977 
Altes  Schloss,  Stuttgart 

In  order  to  commemorate  the  twenty-fifth 
jubilee  year  of  Baden  -  Wurttemberg  (this  federal 
state  was  formed  after  the  War,  in  1952)  a 
comprehensive  exhibition  has  been  staged  in  its 
capital  town,  Stuttgart.  More  than  one  thousand 
items  from  the  history,  art  and  culture  of  the 
Hohenstaufen  family  are  presently  on  view  in  the 
picturesque  Altes  Schloss. 

The  Staufer  was  a  Swabian  dynasty  that  came 
to  power  between  1138  and  1254  ad.  Their 
descendants  were  both  mighty  and  popular, 
Dukes,  Kings  and  Emperors.  Their  policies 
caused  the  German  Empire  to  expand  gradually 
to  the  south  of  Europe:  Burgundy,  Italy,  Sicily, 
Sardinia,  Corsica  and  parts  of  Eastern  Europe 
(Bohemia)  -  except  Rome  and  the  Papal  States  - 
belonged  to  its  territory. 

With  the  foundation  of  new  monastries  and 
the  Crusades  much  ecclesiastical  Art  was  pro- 
duced. Stylistically,  the  exhibited  pieces  show  the 
transition  from  Romanesque  to  Gothic  Art, 
although  in  metalwork  and  book-illumination  a 
resemblance  to  the  older  Byzantine  and  even 
Graeco-Roman  tradition  is  evident.  The  exhi- 
bition which  has  been  divided  into  seven  sections 
includes  sculpture,  frescoes,  altarpieces,  stained 
glass  windows,  manuscripts  books,  furniture, 
textiles,  coins  and  arms.  Some  items  are  repro- 
ductions -  such  as  the  stone  statues  belonging  to 
the  late  Romanesque/early  Gothic  cathedrals  in 
Strassburg,  Naumburg  and  Bamberg  (c  1250). 
They  were  inspired  by  the  French  (in  Rheims  and 
Chartres)  and  are  extraordinary  examples  of 
elegance  in  drapery  and  fineness  in  facial  ex- 
pression. Most  of  the  statues  were  at  that  time 
painted  in  different  colours.  They  must  have  been 
almost  as  colourful  as  the  stained  glass  windows 
which  (for  example  the  one  representing 
Emperor    'Karl    der    Grosse'    in  Strassburg 


Cathedral,  c.  11 80)  were  not  yet  Gothic  in  style 
but  were  indebted  to  the  more  rigid  early 
Christian  Art  of  Constantinople. 

One  of  the  best  represented  sections  is  in  the 
room  with  the  reliquaries  and  other  works  of  art. 
The  most  interesting  piece,  a  bust  in  gilt  bronze  of 
the  Emperor  Friedrich  Barbarossa  (1122-1190 
ad)  which  is  called  the  'Cappenberger  Barbarossa 
head'  is  a  combination  of  Byzantine  and  Roman 
art.  Furthermore  there  are  some  splendid 
Romanesque  crucifixes  which  were  carried  in 
front  of  processions.  They  are  either  made  of  gold 
and  silver  and  set  with  gems  and  precious  stones 
or  decorated  in  brilliant  enamel  work.  These,  and 
the  beautifully  carved  ivories  being  used  as 
bookcovers  and  shrines  are  among  the  most 
outstanding  testimonies  of  religious  Mediaeval 
Art.  But  equally  fascinating  are  the  unusual 
candlesticks,  censers  and  bronze  ewers,  sup- 
posedly made  in  Maastricht  in  the  twelfth  cen- 
tury. They  relate  to  Islamic  works  of  art,  not  only 
because  of  their  animal  motifs  but  also  because  of 


Limestone  statue  representing  Margravine 
Reglindis,  from  the  Cathedral  of  Naumburg, 
c.  1250.  Height:  195  cm. 
Altes  Schloss,  Stuttgart. 


the  highly  sophisticated  craftsmanship,  by  which 
they  surpass  some  European  art. 

Book-illumination  was  at  its  zenith  in  the 
twelfth  and  thirteenth  century.  The  most  re- 
markable examples  are  liturgical  books,  written 
and  illuminated  by  friars  in  the  monastries.  The 
other  manuscripts  on  display  not  only  throw 
interesting  light  on  various  stylistic  changes  but 
are  also  valuable  documents  of  literature,  science 
and  philosophy. 

The  last  section  is  devoted  to  Emperor 
Friedrich  11,  who  was  a  scholar  and  a  scientist,  and 
includes  his  famous  and  lavishly  illustrated  'Book 
on  Falconry'  of  the  last  quarter  of  the  thirteenth 
century  (some  of  the  pages  are  facsimiles).  After 
having  inherited  large  parts  of  southern  Italy  he 
chose  Foggia,  in  Apulia,  as  his  main  residence  and 
built  a  large  number  of  fortresses  and  hunting 
lodges  in  Italy  and  Sicily,  some  of  which  are  still 
in  existence  today  (Castel  del  Monte).  His  craving 


Ewer  in  the  form  of  Samson  and  the  lion,  bronze. 
North  Germany,  thirteenth  century. 
Height :  33  cm. 
Museum  of  Fine  Arts,  Boston; 
Altes  Schloss,  Stuttgart. 

for  power  is  expressed  in  many  lifesize  statues  and 
busts,  representing  himself.  They  were  set  up  in 
the  gardens  of  his  castelli  and  are  almost  identical 
to  Roman  Emperor  busts. 

Friedrich  Barbarossa,  his  grandfather,  has 
become  a  kind  of  national  hero,  especially  in  the 
nineteenth  century  when  he  appeared  111  theatri- 
cal plays,  in  literature  and  in  painting.  The  story 
goes  that  he  is  not  dead  but  has  fallen  asleep  111  the 
middle  of  a  mountain,  called  Kyffhauser.  There 
he  waits  for  somebody  to  bring  him  back  to  life 
again  -  meanwhile  his  red  beard  is  growing 
longer  and  longer. 

Kristina  von  Bodelschwingh 


Baroque  Art  in  Bohemia 

Until  3  July  the  Villa  Hiigel  is  offering  its  many 
summer  visitors  a  panorama  of  the  art  of 
Bohemia,  that  singularly  rich  and  varied  region 
which  was  part  of  the  Austrian  empire  from  the 
sixteenth  century  until  it  was  joined  to 
Czechoslovakia  in  1919.  Reacting  against  the 
Renaissance  cult  of  Classical  antiquity,  from  the 
beginning  of  the  seventeenth  century  the  country 
embraced  the  dynamic,  colourful  and  lively  styles 
and  pattern  of  life  which  had  been  spreading  for 
over  a  century  in  Spain  and  Italy.  In  the  early 
eighteenth  century  the  whole  of  central  Europe 
was  affected  by  the  force  of  the  movement.  In 
Bohemia  the  buildings  of  Dientzenhofer  are  the 
product  of  that  same  love  of  the  rocaille  as  the 
great  edifices  of  Potsdam  or  Schoenbrunn,  of 
Vienna  or  Munich,  of  Wiirtzburg  or  even 
Brussels.  And  it  was  only  after  the  middle  of  the 
nineteenth  century  that  rationalism  was  to  curb 
this  appetite  tor  the  daring  and  bizarre  and  put  an 
end  to  the  Rococo  by  introducing  more  sober 
and  compact  forms.  gs 
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FRANCE 


Sophie  Taueber  Arp 

The  Musee  d'Art  Moderne,  in  the  neigh- 
bourhood of  the  old  Douane,  in  paying  tribute, 
until  12  June,  to  the  art  of  Sophie  Taueber 
(1889-1943)  the  wife  of  Jean  Arp.  In  Zurich 
where  she  lived  for  a  long  time  she  was  one  of  the 
chief  protagonists  of  Dadaism.  Subsequently  she 
worked  in  Strasburg  and  Paris  where  she  settled 
in  1929.  The  style  of  her  reliefs,  papiers  colles  and 
sculptures  is  closely  linked  to  the  architecture  of 
the  period.  gs 

Sixteenth-  and  seventeenth- 
century 
Flemish  Painting 

In  honour  of  Rubens'  Year  when  most  of  the 
European  museums  are  celebrating  the  genius  of 
the  Antwerp  master  who  was  born  four  centuries 
ago,  three  museums  of  northern  France  have 
selected  for  exhibition  eighty-eight  of  the  five 
hundred  paintings  in  their  possession.  The  Palais 
des  Beaux-Arts  at  Lille  has  consequently  mounted: 
'Flemish  Painting  at  the  time  of  Rubens'.  First  in 
the  exhibition  come  pictures  painted  at  Antwerp 
before  the  impact  of  Rubens'  powerful  per- 
sonality was  felt:  the  Mannerism  of  Hendnck  de 
Clerck  and  of  Francken  contrast  with  the 
Italianate  style  and  love  of  fantasy  of  Josse  de 
Momper  or  of  Paul  Bnl.  Then  follow  the  con- 
temporaries of  Rubens:  Van  Dyck,  Janssens  and 
Jordaens  who  precede  painters  under  the  in- 
fluence of  the  master  such  as  Synders,  Van 
Helniont,  Seghers  and  Van  den  Hoecke  among 
others.  On  2oJune  the  exhibition  will  leave  Lille 
for  the  museum  at  Calais,  where  it  will  be  on  view 
throughout  the  summer,  and  will  then  visit  Arras 
in  the  autumn.  GS 

An  Art  Lover's  Choice 

A  collection  made  by  a  lover  of  modern  painting 
from  Delacroix  to  Picasso  is  on  view.  There  are 
pictures  by  Daumier  and  Corot  (Mother  and  child), 
Courbet  and  Boudin  (views  of  Antwerp  and 
Villefranche)  leading  to  the  Impressionism  of 
Monet,  Renoir  and  Pissarro.  These  are  followed 
by  views  of  Paris  by  Jongkind,  Gauguin  and 
Lepine,  a  Cezanne  of  Provence,  a  Van  Gogh  of 
Aries,  and  two  portraits  by  Manet.  From  the 
twentieth  century  are  an  Intimist  painting  by 
Vuillard,  enigmatic  flowers  by  Odilon  Redon,  a 
series  of  Fauves  paintings  (Derain  and  Vlammck, 
Marquet  and  Van  Dongen)  and  some  major 
works  by  Matisse,  Chagall,  Gromaire  and 
Dunoyer  de  Segonzac.  This  exhibition,  which 
lasts  until  25  June  at  the  Galerie  Schmit,  396  rue 
Saint-Honore,  concludes  with  still— lifes  of 
Braque  and  Picasso.  gs 

Polish  Romanticism 

Throughout  its  tragic  history  Poland  is  un- 
doubtedly the  only  country  in  the  world  to  have 
accepted  intellectuals  and  artists  as  representative 
of  the  spirit  of  the  nation.  In  essence  deeply 
romantic  it  fostered  the  arts,  certainly  very  varied 
but  always  expressing  the  same  soul  and  the  same 
passions,  from  the  great  historical  scenes  of  the 
early  nineteenth  century  to  the  abstract  The 
exhibition  now  on  view  at  the  Grand  Palais  til 
4  July  opens  with  Delire  createur  -  the  fren  c 


compositions  of  Michalowski  (1800-1855)  to 
those  of  Kantor.  The  section  Liberie  is  illustrated 
by  Matejko  (Poland  in  chains),  and  by  Wankowicz 
(Portrait  of  the  poet  Mickiewicz ,  1828)  and  precedes 
the  Symbolist  chapter.  The  section  Destin  features 
the  sensual  Expressionism  of  Wojtkiewicz  and 
Slewinski  while  the  chapter  Universum  demon- 
strates the  informal  trends  of  contemporary 
Polish  Painting.  gs 

Past  and  present  Embroidery 

The  art  of  embroidery  has  been  practised  since  the 
days  of  the  Gauls.  Although  examples  of  that  era 
no  longer  remain,  liturgical  embroidery  and 
costumes  of  the  Middle  Ages  are  preserved  in  1 
museums,  and  everyone  knows  the  famous  tap- 
estry of  Queen  Mathilda  (ninth  century)  at 
Bayeux  commemorating  the  battle  of  Hastings. 
Then,  during  the  Renaissance,  the  art  became 
secular,  in  the  eighteenth  century  was  used  to 
adorn  numerous  masculine  garments  and  in  the 
following  century  was  an  integral  part  of  furnish- 
ing. Since  1900  until  the  present  day  designers 
have  created  dresses  ornamented  with  many 
kinds  ot  embroidery.  Due  to  the  generosity  of  the 
Societe  d.m.c.  the  Musee  des  Arts  Decoratifs 
(107,  rue  de  Rivoli)  is  showing,  until  14  July,  a 
complete  panorama  of  embroidery  throughout 
all  ages  and  countries:  liturgical  embroidery  of 
the  fourteenth  century,  chasubles  and  orphreys 
from  France,  Spain  and  Italy,  decorated  panels 


Red  velvet  cloak 
embroidered  in  gold  and  silver 
for  the  Coronation  of  Napoleon  1. 
Musee  des  Arts  Decoratifs,  Paris. 


and  wall  coverings  of  the  seventeenth,  eighteenth 
and  nineteenth  century,  dresses  for  women  and 
children  and  men's  clothes.  A  museum  devoted 
to  textiles  will  be  open  to  the  public  in  Paris  at  the 
end  of  the  year. 

Gerald  Schurr 


Johann  Heinrich  Ramberg.  Adolph  Frederick,  Duke  of  Cambridge  entering  Hanover,  1813,  watercolour. 


From  'Hanover  in  the  light  and  shadow  of  the 
British  Empire  -  The  effect  of  the  Personalunion 
with  Hanover  from  1714  to  1837'  an  exhibition 
at  the  Historisches  Museum  am  Hohen  Ufer 
Hannover  from  24  May  to  24july  1977.  When 
the  House  of  Hanover  became  rulers  of  Britain, 
the  effect  on  their  Electorate  was  manifold, 
politically,  socially  and  artistically.  Several 
Hanoverian  artisans,  artists  and  scientists 
travelled  to  London  and  were  patronised  by  the 
monarchy.  The  philosopher  Georg  Chnstoph 


Lichtenberg  visited  England  twice,  and  on  his 
return  to  Hanover  published  several  copies  of 
Hogarth's  engravings,  explaining  their  moral 
content  to  his  readers.  The  painter  Johann 
Heinrich  Ramberg  was  a  student  of  Benjamin 
West  at  the  Royal  Academy  from  1781  to  1789 
and  brought  to  Hanover  not  only  the  Neo- 
classical style  of  painting  but  also  the  light- 
hearted  caricatures,  so  popular  in  England  for 
political  satire. 
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Sale 


rooms 


Briony  Llewellyn 


Hoyal  Works  of  Art 


1.  Sir  George  Hayter. 
Queen  Victoria. 

Previously  in  the  collection  of 
Queen  Mary  and  the  Princess  Royal. 
Christie's,  January  1977. 

2.  Gold  and  gem-set  brooch  of  a  winged  figure 
of  Victory,  presented  by  Queen  Victoria  to 
Dame  Clara  Butt. 
Christie's,  April  1977. 
£500. 

3.  The  Great  Seal 
of  England,  i860. 
Christie's,  January  1977. 
£3.ooo. 


4.  Delft  charger  painted  with  a 
portrait  of  King  William, 
seventeenth  century 
Bearnes  and 
Waycotts\ 
Torquay, 
March 
1977. 
£98o. 


7.  Silver  salt-cellar, 

modelled  as  Spring,  by  Adam  van  Vianen,  1621. 
Height:  8  inches. 

Christie's,  Amsterdam,  March  1977. 
80,000  guilders. 

The  salt-cellar  is  presumably  one  of  four  and  is 
similar  to  one  which  was  in  the  collection  of  the 
Duke  ot  Hamilton. 


South  German  limewood 
figure  of  a  saint,  fifteenth  century, 
originally  part  of  an  altar  shrine. 
Height:  1.28  m. 
Phillips,  March  1977. 
£9,200. 


5.  Facon-de-Venise  latticinio  goblet 

and  cover  of  smoky  grey  metal, 

late  sixteenth  or  early  seventeenth  century, 

South  Netherlandish  or  German. 

Height :  42  cm. 

Christie's,  February  1977. 

£14.000. 

This  and  a  Venetian  latticinio  goblet  which  made 
£10,000,  were  bought  after  the  sale  by  the 
Cinzano  glass  collection.  Both  were  part  of  a 
magnificent  collection  of  jacon-de-venise  glass 
formed  in  the  nineteenth  century  by  John 
Malcolm  of  Portalloch ;  it  was  sold  for  a 
total  of  £78,655. 


6.  John  Evelyn's  cabinet. 
Ebony  and  pietra  dura  cabinet, 
Italian,  seventeenth  century. 
Width  :  1 22  cm. 
Christie's,  March  1977. 
£26,000. 

Evelyn  mentions  this  cabinet  in  his  diary  several 
times  in  1644  and  1645,  first  while  describing  a 
visit  to  the  Grand  Ducal  collections  in  the 
Palazzo  degli  Uffizi  when  he  bought  nineteen 
plaques  'for  a  Cabinet'. 


9.  Marc  Chagall. 

Les  Maries  et  le  Coq, 

signed  and  dated  1939-1947. 

90  X  64.5  cm. 

Sotheby's,  March  1977. 

£115.000. 

In  the  same  sale  a  fine  Renoir,  La  Jeune  Fille  au 
Banc,  a  portrait  of  Nini  Lopez,  one  of  Renoir's 
favourite  models,  painted  in  1875,  fetched 
£125,000. The  same  day  sculptures  and  drawings 
from  the  Werner  and  Nelly  Bar  Collection 
were  sold  for  £183,000.  These  included  works 
by  Degas,  Lipchitz,  Marim  and  Rodin,  the 
highlight  being  a  bronze  relief,  Le Jugement  de 
Paris,  by  Renoir,  signed,  numbered  'f  and 
dated  '  1914  ,  which  fetched  £27,000. 


io.  Canaletto. 

The  Molo,  Venice,  from  the  Bacino  di  San  Marco, 
45.6  x  76.8  cm. 
Christie's,  March  1977. 
£  1 10,000. 

Thought  to  have  been  executed  for  George 
Proctor  when  he  was  in  Venice  in  1738-1740. 


1 1.  Early  Chou  ritual  bronze  food  vessel, 

C.  1010  BC. 

Sotheby's,  Match  1977. 
£1 10,000. 


12.  Honan  ribbed  black-glazed  jar, 
Northern  Sung  Dynasty.  Height:  1 1  inches. 
Sotheby's,  March  1977. 

£62,000. 

Both  these  magnificent  pieces  came  from  the 
Malcolm  Collection  of  Chinese  bronzes, 
ceramics  and  works  of  art.  It  was  formed  in 
London  and  Peking  during  the  1920s,  '30s  and 
'40s  by  Sir  Ncill  Malcolm  and  his  son  Captain 
Malcolm,  who  offered  it  for  sale  on  2  ch; 
it  had  previously  been  on  exhibition  at  thi 
Courtauld  Institute  and  later  at  the  Percivai 
David  Foundation. 
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13.  Armchair  from  a  set  of  drawing-room 
furniture,  comprising  four  armchairs  and  a  sofa, 
upholstered  with  Gobelins  tapestry  decorated 
with  subjects  from  the  Fables  of  La  Fontaine, 
Regence. 

Ader  Picard  Tajan,  Palais  Galhera,  Paris, 
March  1977. 
Fr.  182,000. 


14.  Chuban. 

A  girl  parachuting  down  holding  an  open 
umbrella  above  her  head.  Only  one  other 
impression  of  this  print  is  recorded,  which 
bears  the  signatures  of  Suzuki  Harunobu,  artist, 
and  Takahashi  Rosen,  block-cutter. 
Sotheby's,  March  1977. 
£8,600. 

From  the  Henri  Vever  Collection,  Part  11. 


15.  Jean-Baptiste  Isabey. 
Prince  Napoleon  Louis,  aged  five, 
younger  son  ot  Louis  Bonaparte,  King  of 
Holland,  and  Hortense  Beauharnais,  standing 
full-length  in  the  doorway  of  theGalene 
Francois  1  of  the  Chateau  de  Fontainebleau, 
signed  and  dated  1810. 

Height:  21.5  cm. 
Sotheby's,  March  1977. 
£24,000. 

From  the  Holzscheiter  collection  of  English  and 
Continental  miniatures,  built  up  by  Ernest 
Holzscheiter,  a  Swiss  businessman,  between 
1925  and  1955.  As  well  as  Isabey  (1767-1855), 
the  most  famous  French  miniaturist  ot  his  time, 
artists  represented  included  DafFmger,  Liotard, 
Samuel  Cooper  and  Richard  Cosway. 

16.  Master  ofthe  Altar  of  Maikammer, 
active  at  Strasbourg  1460-1490. 

Central  panel  from  a  triptych 
depicting  The  Passion  oj  Christ. 
Ader  Picard  Tajan,  Palais  Galliera, 
Pans,  March  1977. 
Fr.  1,100,000. 

From  the  collection  of  Old  Master  paintings 
formed  by  Jacques  Bone.  Other  pictures 
included  two  panels  from  a  polyptych  attributed 
to  the  Master  of  Saint  Gudule,  who  was 
working  in  Brussels  at  the  end  ofthe  fifteenth 
century  (Fr.  760,000,  acquired  by  the  Museum 
in  Brussels),  The  Four  Elements  by  Jan  'Velvet' 
Breughel  (Fr.  450,000)  and  a  river  landscape  by 
Jan  van  Goyen,  dated  1644  (Fr.  350,000). 


i THE  GROSVENOR 
TOUSE  ANTIQUE 

Idealers'  FAIR 

I  This  and  the  following  pages  show  a  selection 
)f  the  many  fine  paintings,  pieces  of  furniture 
ind  objets  d'art  on  view  at  Grosvenor  House  from 
Wednesday,  8  June  to  Saturday,  1 8  June  1977. 


S.  MARCHANT  AND  SON 
20  Kensington  Church  Street,  w8 
One  of  a  pair  of  fmc  janulle  i>erte 
saucer  dishes  attractively  painted  with 
bird  on  a  willow  branch,  K'ang  Hsi, 
1662-1722. 
Diameter:  13J  inches 


STAIR  AND  COMPANY  LIMITED 

120  Mount  Street,  wi 

An  eighteenth-century  carved 

and  glided  applique,  with  original 

gilding,  English,  c.  1770. 

Width:  34^  inches; 

Height :  5  feet  8  inches. 


Below.  • 
OSCAR  AND  PETERJOHNSON 
Lowndes  Lodge  Gallery, 
Lowndes  Square,  swi 
R.  Griffier. 

A  panoramic  landscape  with  figures 
herding  cattle  in  foreground, 
harvesters  in  centre. 


ii 


BARRY  SAINSBURY 

145  Ebury  Street,  swi 

A  late  sixteenth-century  Chinese 

garden  seat  in  Huang-Hua-Li  wood, 

Ming  Dynasty. 


FRANK  T.  SABIN  LIMITED 
4  New  Bond  Street,  wi 
Robert  Salmon. 
Man  0'  War  at  anchor  in  the  River 
Mersey,  signed  and  dated  'RS  1808'. 


S.J.  PHILLIPS  LIMITED 
39  New  Bond  Street,  wi 
Queen  Anne  jug  by 
Richard  Raine,  London,  1712. 


JOHN  KEIL  LIMITED 
1 54  Brompton  Road,  SW3 
An  eighteenth  century  bureau-cabinet, 
c.  1740,  veneered  in  red  tortoiseshell 
crossbanded  with  ivory  and  ebony 
parquetry,  the  upper  part  and  fall  front 
being  banded  in  carved  horn  work 
overlaid  with  silver  filigree  work. 


ASPREY 

165  New  Bond  Street,  wi 
Charles  11  silver  box  engraved 
with  the  arms  of  Hervey  of  Norfolk, 
unmarked,  c.  1685. 


COLNAGH1 
14  Old  Bond  Street,  wi 
The  Black  Buck, 
Mughal,  c.  1680. 
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WARTSKI 
14.  Grafton  Street,  wi 
Charles  11  chased  and  engraved  tazza 
with  the  arms  of  Fettiplace,  London, 
1677,  maker's  mark  'd.g.'. 
Diameter:  14^  inches. 


DELOMOSNE  AND  SON 
4  Campden  Hill  Road, 
Kensington  High  Street,  w8 
An  early  Coalport  porcelain  lamp, 
c.  1810,  decorated  in  iron-red  and 
gold  with  bronze  enrichments. 
Width :  9 J  inches. 


RICHARD  GREEN 
44  Dover  Street,  wi 

SOLOMAN  VAN  RuYSDAtL. 

A  Winter  landscape  with 
numerous  figures  skating, 
signed  and  dated  1 66 1 , 
panel,  51  x  68  cms. 


JOHN  SPARKS  LIMITED 
128  Mount  Street,  wi 
One  of  a  set  of  four  Chinese  Imperial 
red  cinnabar  lacquer  tabouret-shaped 
garden  seats,  decorated  in  high  relief 
with  panels  of  landscapes  and  figures 
on  1  loud-scroll  ground,  with 
Budi  11st  emblems, 
Ch'ici  Lung  Period. 


K     HARD  COURTNEY 
11      u  Fulham  Road,  SW3 
A  S       ton  mahogany 
secre.     e  bookcase. 


*  -<  ft 


MAYORCAS  LIMITED 
38Jermyn  Street,  St.  James's,  swi 
English  bonnet,  c.  1625, 
embroidered  in  silks,  metal  threads 
and  spangles  on  linen. 


Right. 

AUBREY  BROCKLEHURST 
124  Cromwell  Road,  SW7  1 
Month  clock  by 
Jonathan  Puller  in  walnut  case, 
c.  1700. 


Above  left. 

ALBERT  AMOR  LIMITED 
37  Bury  Street,  St.  James's,  swi 
Early  Worcester  dry  mustard  pot, 
transfer  printed  in  black 
by  Robert  Hancock, 
c-  1 757-1 760. 


H.  R.JESSOP  LIMITED 
Motcomb  Street,  swi 
George  11  coffee  pot, 
by  James  Shruder,  London  1741 


Wr-  I 


> 


D.  M.  and  P.  MANHEIM 
69  Upper  Berkeley  Street, 
Portman  Square,  wi 
A  large  Coalbrookdale 
porcelain  cottage,  c.  1820, 
with  yellow  and  green  stand, 
ornamented  with  applied  flowers 
in  many  colours. 
Height:  1 1  x  10  inches. 


SPINK  AND  SON  LIMITED 
5,  6  and  7  King  Street, 
St.  James's  swi 

Jade  carving  of  an  opening  lotus, 
the  stone  of  pale  celadon  with  russet 
flecks,  Chinese,  eighteenth  century. 
Height :  20.3  cms. 


Right. 

NORMAN  ADAMS  LIMITED 
8-10  Hans  Road,  SW3 
A  Hepplcwhite  period  satinwood 
commode  of  serpentine  form  inlaid 
with  aramanthe.  Original  oval  panels 
painted  in  shades  of  green  to 
represent  pleated  silk,  c.  1780 
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\LAN  TILLMAN  LIMITED 
)  Halkin  Arcade,  SWI 
Dne  of  a  pair  of  cut  glass  jars  and 
rovers,  en  suite  with  honey  jar  with 
rover  and  stand,  Irish,  c.  1800 


7 


J.  MILNE  HENDERSON 
99  Mount  Street,  wi 

MlYAGAW  A  CHOSHUN  (1682-I753). 

A  Japanese  courtesan, 
early  eighteenth  century, 
ink  and  polychrome  on  silk. 


BLUETT  AND  SONS  LIMITED 
48  Davies  Street,  wi 
An  Archaic  bronze  tripod  vessel  (chueh) 
with  an  extensive  water  patina  with 
malachite  and  earth  encrustations, 
Shang  Dynasty. 


KATE  FOSTER  LIMITED 
Ryder  Street,  St.  James's,  swi 
An  Italian  maiolica  wet  drug  jar 
with  strap  handle  and  short  spout, 
decorated  in  blue,  copper-green  and 
ochre  and  manganese;  with  the  head 
and  shoulders  of  a  blackamoor 
above  a  label  inscribed  'SYo  Depitta', 
above  a  coat  of  arms. 
Faenza  or  Siena,  c.  1500. 


PHILLIPS  OF  HITCHIN  LIMITED 
The  Manor  House,  Hitchin, 
Hertfordshire 

Black  and  goldjapanned  cabinet, 
c.  1675,  English  in  the  Chinese  Taste 
with  a  multitude  of  small  drawers  on 
the  original  silver  gesso. 


MALLETT  AND  SON  LIMITED 
40  New  Bond  Street,  wi 
One  of  a  pair  of  mid-eighteenth 
century  carved  giltwood  torcheres; 
the  tops  with  three  rams'  heads 
joined  by  loops  of  giltv^ood ; 
the  columns  at  the  base  with 
acanthus  leaves  surrounding  the 
central  column;  the  base  with 
three  lion's  paw  feet. 
English,  c.  1750. 
Height:  4  feet  8  inches. 


EARLE  D.  VANDEKAR 

138  Brompton  Road,  SW3 

One  of  a  pair  of  French  Empire  vases 

with  gilt  ground  and  Napoleonic 

subject. 


Above. 

ALAN  JACOBS 
15  Motcomb  Street,  swi 
Frans  Francken  11. 
Either  and  Ahasuerus. 


BROD  GALLERY 

24  St.  James's  Street,  swi 

Adriaen  van  Ostade. 

An  interior  with  a  peasant  smoking  a  pipe, 

Haarlem,  1610-1685, 

signed  and  dated  '1666'. 
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Early  1 8th  century  Sandclock  in  carved  wood. 
Barrelled  and  gilded,  from  Bodenburg/Hildesheim. 
North  Germany. 


MOOSHAGE 
ANTIQUITATEN 

Hanover  •  BurgstraBe  33 
W.  Germany 
Telephoi  e:  511/12073 


ships  decanter  from  the 
Bristol  Glass  Collection  by 
THOS-  WEBB 


Ship's  Decanter,  just  one  of  the  fine  pieces  available  in 
the  traditional  colours  of  Bristol  Blue,  Lustrous  Dark 
Green  and  Glowing  Amethyst.  Write  for  details  of  the 
full  rangeto. 


rU 

—Z— -  THOS.  WEBB  &  SONS.  32  33  HATTON  GARDEN. 
DEfTlR   LONDON  EC1N  8DT  Tel  01-405  0811. 
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better  understanding  of  Old 
Masters'  works;  contributions 
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carries  the  latest  news  from  the  art  market: 
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die  Kunst 

und  das  schone  Heim  

is  the  oldest  German  art  journal  (founded  in  188  5 )  offering  in  each  issue  most  / 
interesting,  engaging  and  informative  features,  i.e.  "international  art  scene".  / 
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Norman  Adams  Ltd. 

8-10  Hans  Road,  Knightsbridge,  London  SW3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Alexander  Gallery 

45  Sloane  Street,  London  swi 
Tel:  01-235  1 8 1 3 

Fine  Victorian  and  1  gth  century  continental 
Paintings,  Old  Master  Paintings. 
Furniture  and  Works  of  Art 

Maria  Andipa  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  1  gth  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608,  Telex:  21 142 
Fine  antique  furniture,  clocks  and  silver ; 
specially  designed  modern  jewellery  and 
presentation  items ;  interior  furnishing 

Bentley  &  Co.  Ltd. 

65  New  Bond  Street,  London  wiy  jJDF 
Tel :  01-629  065 1  /0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
oj  Art,  Russian  enamels 

H.  Blairman  &  Sons  Ltd. 

1 19  Mount  Street,  London  wiy  5HB 
Tel:  01-493  0444 

18th  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  Works  of  Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 

Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  of  Art 

Brod  Gallery  (Alfred  Brod  Ltd.) 

24  St.  James's  Street,  London  swia  iha 

Tel:  01-839  3871 

Old  Master  Paintings  and  Drawings 

The  Bruton  Gallery 

High  Street,  Bruton,  Somerset  baio  oar 
Tel:  074  981  2205 

Specialists  in  European  Sculpture  19—  20th 
Century:  Ayrtoti,  Bourdelle,  Dalou,  Carpeaux, 
Moore,  Rodin,  Etc. 

Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  a.d 
badge  brooches 


Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel:  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  19th  and  20th  centuries 
Mondays  to  Fridays  10.00  to  5.30 
Saturday  mornings  10.00-1.00 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints, 
Persian,  Indian  and  Islamic  Art 

Cramer 

38  Javastraat,  The  Hague  201 1,  Holland 

Tel:  070-63  07  58 

Fine  Old  Master  Paintings, 

catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352 
5857 

English  and  American  Primitive  paintings, 
Unusual  pictures  by  younger  artists 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-584  7566 

20th  Century  British  and  European  Masters. 
Younger  British  artists.  (Also  unjustly 
neglected  painters). 

Crosby  Books 

P.O.  Box  100,  Fishguard,  Dyfed,  Wales,  GB. 
Tel:  034882  292 

Oriental  Carpet  books  sold.  Catalogues ,  listing 
many  books  on  this  subject  sent  free  on  request 

Delomosne  &  Son  Ltd. 

4  Campden  Hill  Road,  Kensington, 

London,  w8 

Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish 

Glass  of  all  kinds  also  European  Ceramics 

Doveridge  House  Antiques, 

Neach  Hill,  Long  Lane,  Tong,  Shropshire 
Tel:  Albrighton  3  131 

Fine  18th,  19th  Century  English  &  Continental 
Furniture,  Paintings,  Clocks,  Decorative  items 
and  Interior  Furnishings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5 1 16 

British  Art  of  the  19th  and  20th  centuries. 
Paintings,  Watercolours,  Drawings  and 
Sculpture  and  Decorative  Arts 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St. James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 


S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

1 8th- 19th  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 
English  Watercolours  and  Drawings  of  the 
1 8th  and  1 9th  centuries 

The  General  Trading  Company  Ltd. 

144  Sloane  Street,  Sloane  Square, 
London  swix  9BL 
Tel:  01-730  041 1 

18th  and  19th  Century  English  furniture, 
porcelain,  pewter,  prints ,  fine  quality  china, 
crystal,  gifts ;  decorating 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  WIY9AB 

Tel:  01-629  2008/9 

Old  Masters  and  Works  of  Art 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493 
7997 

1 8th  and  1 9th  Century  English  Paintings. 
17th  and  1 8th  Century  Dutch,  Flemish  and 
Italian. 

17th  to  19th  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  i aa 

18th  and  early  19th  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  1970 

M.  Harris  &  Sons 

44/52  New  Oxford  Street,  London  wcia  ies 

Tel:  01-636  2 1 2 1 

Fine  18th  century  English  furniture 

and  Works  of  Art 

Heim  Gallery 

59jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  °688 

Old  Master  Paintings  and  Sculptures  in  marble, 
bronze  and  terracotta 

Milne  Henderson 

99  Mount  Street,  London  wi 
Tel:  01-499  2507 
Chinese  and  Japanese  Paintings. 
Japanese  screens  and  prints, 
Oriental  Embroidery 


Hennell  Ltd. 

i  Davics  Street,  Berkeley  Square, 
-ondon  wiy  2ny,  Tel:  01-499  301 1 
Antique  and  modern  jewellery  and  silver, 
iomestic  silver  by  the  Hennellsfrom  1 737 

Holmes 

29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
diver 

George  Horan 
(Oriental  Antiques)  Ltd. 

?8a  Kensington  Church  Street,  London  w8 

Tel:  01-937  9532 

By  appointment  to  the  Corps 

Diplomatique.  Fine  Oriental  ceramics,  bronzes, 

iades,  ivories,  carvings  etc. 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square. 
London  swi,  Tel:  01-235  5944 
Specialising  in  1  7th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

Alexander  Juran  &  Co. 

74  New  Bond  Street,  London,  wiy  9DD 
Tel :  01-629  2550 

Old  and  Antique  Caucasian  and  Oriental 
Rugs  and  Carpets 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

M.  Knoedler  Co.  Ltd. 

143  New  Bond  Street,  London,  WIY9FD 
Tel:  01-499  1923  and  4585,  Telex:  24183 
Fine  Paintings 

R.  A.  Lee 

1-9  Bruton  Place,  London  wi 

Tel :  01-629  5600  and  499  6366 

Works  of  art,  fine  furniture,  clocks  and  armour 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
or  by  appointment. 

\8th,  igth  and  20th  Century  Watercolours  and 
Drawings 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street 

Portman  Square,  London  wi 

Tel:  01-723  6595 

Member  of  B. A. D  A. 

Specialist  in  Fine  English  Antique  Porcelain. 

Pottery,  Delftware  and  Enamels 


Marlborough 

6  Albemarle  Street,  London  wix  3HF 
Tel:  01-629  5161,  Cables:  Bondartos 
Fine  impressionist  and  20th  Century  Paintings, 
Drawings  and  Sculpture.  Graphics  and 
photographs  by  leading  20th  Century  Artists 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665,  Telex:  916187 
Gallery  hours:  Monday-Friday,  10-6 
English  and  European  Paintings 
of  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 
Old  Master  Paintitigs 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

Fine  early  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St. James's,  London  swiy6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery,  Jewellers  and 
Silversmiths  for  four  generations.  Also  at 
Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4^74 

Fine  lQth  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3 hf 
Tel:  01-499  5906 

.Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 

Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  oj  art 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  463^ 
British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 


Pitt  &  Scott  Ltd. 

20/24  Eden  Grove,  London,  N7  8ed 
Tel:  01-607  73-21,  Telex:  21857 
Packing  and  shipping  oj  fine-art  works 
throughout  the  world 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders 
and  Chandeliers.  Restorations  in  marble. 

G.  T.  RatcliffLtd. 

Durwards  Hall, 

Kelvedon,  Essex,  coi  2PG 

STRICTLY  TRADE  ONLY. 

Enormous  antique  furniture  stocks  in  showroom 

condition  including  lacquer  and  decorated  pieces 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 

Tel :  01-409  1971 

Fine  European  Arms  and  Armour 

Islamic  and  works  of  Art, 

Early  Photographic  Material 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London 
swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  shb 
Tel:  01-499  1 784/ 1 78 5 
Fine  English  Furniture  and  works  of  art  of  the 
1 7th  and  1 8th  Centuries 

Alan  Tilman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  916151 
Antique  Paperweights  also  glass  from 
i7th-ioth  Centuries,  including  English  and 
French  Catneo  glass 

Trevor 

24—25  Mount  Street,  London  \&  1 
Tel:  01-499  8228 

Important  stock  18th  and  early  19th  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 1 61 

Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 
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Yuen,  Robert 
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THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

^  LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


This  is  a  sure  sig-n . . . ! 


Buy  with  confidence  from  members  of  BADA 


Sell  to  a  member  and  avoid  the  increased  charges  imposed  by  some  Auctioneers. 
A  list  of  members  will  be  sent  free  on  receipt  of  a  stamped  and  addressed  envelope. 


Three  Color  Biscuit  Porcelain  Figure 

of  Li  Po,  "The  Drunken  Poet." 
Of  the  K'ang  Hsi  period.  A.D.  1662-1722 

Length:  7^  inches. 
Ex  collection:  Hon.  Mrs  Nellie  Ionides 


M.  CHAIT  GALLERIES 

IMC. 

WORKS  OF  ART-CHINESE  ART 

12  EAST  56th  STREET,  NEW  YOR:     4.Y.  10022,  U.S.A. 

Telephone  212  758-0937  jics  "Ralima"  New  York 

MEMBER  OF  THE  NATIONAL  ANTIQUE  AND  ART  DEALERS'  ASSOCIATION  OF  AMERICA,  INC. 


Bob  Kuhn  has  spent  his  lifetime  studying  and 
painting  animals.  Of  his  many  honors  and  awards, 
his  most  recent  was  in  1976  when  he  received  a 
silver  medal  from  The  National  Academy  of  Western 
Art,  showing  at  the  Oklahoma  Cowboy  Hall  of  Fame. 

The  sun-dappled  cheetahs  shown  here  are  painted 
in  his  style  of  "Realism-Impressionism",  convey- 
ing the  supple  power  and  fluid  movement  of 
these  exotic  cats. 


P.O.  Box  D  /  Dept.  C  7  /  Sedona,  Arizona  •  86336 
telephone:  (602 )  282-7489 


MALCOLM 
FRANKLIN 

INCORPORATED 

126  EAST  DELAWARE  PLACE, 
CHICAGO,  ILL.  60611 
(312)  337-0202 


Member  of  the  National  Antique  and  Art  Dealers  Association  of  America. 


Two  views  of  a  superb  Set  of  Six 
Chippendale  Mahogany  Dining  Chairs, 
circa  1765. 


Sebastian  Pether  1 790-1 844 

1  28T  "Destruction  of 
Pompeii" 

Canvas  28  x  36  ins.  Signed, 
dated  1824 

Frame  decorated  with  pumice 
from  Pompeii 


£810  inc.  VAT  Delivered  G.B. 

Overseas  freight  paid  nearest 
airport  slightly  extra 

Sample  Catalogue  G.B.  50p 

Overseas  airmail  $2  bill  or 
$2.50  cheque 

35  mm  colour  slides  available 

PRIVATE  AND  TRADE 

View,  phone  first, 
STD  079-78  304 


OLD  HALL  GALLERY  LTD., 


Iden,  Rye,  Sussex 


A  DICTIONARY  OF 

MARKS 

The  Identification  Handbook 
for  Antique  Collectors 


-  ■I  iMHF 

1 

m 

I.  J 


DICTIONARY  OF 

MARKS 

A  fully  up-dated  and  expanded  edition  of  a 
standard  work. 

For  the  collector  this  Dictionary  is  a  delight  to  own 
and  consult.  For  the  dealer  it  is  that  as  well  - 
but  since  its  first  publication  has  also  become  an 
indispensable  reference  book. 

Up-to-date  and  comprehensive  coverage  of  British 
and  American  metalwork,  British  and  European 
ceramics,  furniture  and  tapestry. 

The  Connoisseur  £3.95 
From  good  bookshops  or  in  case  of  difficulty  direct  from  the 
publishers:  The  Connoisseur  Books  Division,  Chestergate 
House,  Vauxhall  Bridge  Road,  London  SW1V 1HF. 


CK HAM  ICS 
M  KTALWOHK 
1T  HMTI  ItU 
TAPEST11Y 

Kdilcd  by 
Mm-gitivt 
Miu'rioiinlil-Tiivloi' 


July  1977  Vol.  195  No.  785 

The  Connoisseur  is  published  monthly  by  The  National  Magazine  Company  Limited,  Chestergate  House,  Vauxhall  Bridge  Road,  London  swiv  ihf,  England.  Second-class  postage 
paid  at  New  York  n.y.  Subscription  price:  U.S.A.  and  possessions  $48.00  for  one  year.  Canada  $55.00  for  one  year. 


(  MANHATTAN 

ART  &  ANTIQUES 
CENTER 

is  proud  to  announce 
the  Fall  1977opening  of 

Alan  &  Simone  Hartman's 
RARE  ARTS 

in  Galleries  #  88, 89, 90, 91  &  92. 

Featuring  America's  largest 
collection  of  fine  Oriental 
Art  including  jade,  early 
Chinese  pottery,  porcelain 
and  Japanese  cloisonne. 
Also  specializing  in 
European  silver,  French 
furniture,  Russian  and 
European  enamels. 

Rare  Art  II,  like  Hartman 
Rare  Art  Gallery  at 
978  Madison  Avenue,  will 
serve  the  trade  and  public. 


1050  Second  Avenue  at  56th  Street,  New  York,  N.Y.  10022  •  (212)  355-4400 
The  Center  is  open  daily  10.30  to  6.30,  Sunday  12  to  6 
Free  Admission         •         Fully  Air  Conditioned         •         Convenient  Parking 
85  art  &  antique  dealers  in  a  beautiful,  tri-level  enclosed  mall. 
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Konya  early  19th  century 
Size:  120x150  cm. 


Important  objects  for  the  collector 
Knotted  and  flat-woven  work  from  Asia  Minor, 
Persia,Turkmenistan  and  China.  Restoration  of 
valuable  objects. 


Galerie  Ostler 

Gallery  forTextile  Art 
D-8  Munchen  22,  Ludwigstrafte  l] 
Tel.  089/285669 


Highly  important  objects  in  European 
tapestries  of  the  I5thtol7th  centuries,  aubussons, 
textiles  and  embroideries.  Permanent  exhibitions. 
Please  ask  for  information. 


Under  The  Patronage  oJ\ 
Their  Serene  Highnesses  the  Prince^ 
yj  ii  and  Princess  of  Monacol 


'V, 


P4  >i  I 

ONTEGARfcO 


International  Sporting  Oub 
Casino  Square 

DU  22  JULY  TO  16  AUGUST  1977 


With  the  comeration  of  the 
Direction  du  Tourisme%t  des  Congres 
de  la  Principaute  de  Monaco 
and  the  Societe  des  Bains  de  Mer 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 


of  very  large  1 8th  century  Chinese  porcelain  vases,  the  fine  lacquer  decoration  probably  carried  out  in  Berlin  at  a  slightly  later  date. 

Height:  2'  9"    Diameter:  1'  3" 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WiY  OBS  TELEPHONE  01-.100  -?au  f<  lin«\ 
TELEX  25692  CABLES:  MALLETSON  LONDON  WiY  OBS  and  ai  BOURDON  HOUSE,  2  DAVUBS  STREET  LONDON  WiY  .Lj 
 Also  in  NEW  YORK:  MALLETT  of  LONDON,  P.O.  Box  396  N.Y.  10028.  Telephone:  (212)  876  9033.  Telex:  62580 


T.  CROWTHER  &  SON  LTD 


very  fine  pair  of  Antique  Bronze  Child  Satyrs;  signed  Clodion. 
Height.  1'9" 


282,  NORTH  END  ROAD, 
FULHAM,  LONDON,  S.W.6. 
Tel:  01-385  1375/6/7. 

Open:  9-6,  Mon-Fri. 

Cables:  ANTIQUITY,  LONDON. 

No  Catalogues. 


An  important  Mahogany  Partners  Desk,  of  good  colour,  with  green 

leather  top. 
Top.  5'  x  3'  9|" 

We  have  fine  and  extensive  stocks  of  18th-century 
Furniture,  wood  and  marble  Chimneypieces,  oak  and  pine 
Panelling  and  Garden  Ornaments,  and  we  are  always 
interested  in  purchasing  similar  pieces. 

We  specialise  in  the  design  and  construction  of  individually 
styled  purpose-made  Architectural  features  in  the  period 
manner,  in  wood,  stone  and  wrought  iron. 


/ 1 


The  Watch  &d  Clock  Book  Society 


are  proud  to  present  possibly  the  most  exclusive  public  offer  to  celebrate  our 
Queen's  Silver  Jubilee:  a  Special  Limited  Edition  of  twenty  five  hand  made  and 
individually  numbered  8  Day  Marine  Chronometers  by  Thomas  Mercer  of  St. 
Albans,  England.  Each  one  will  be  accompanied  by  a  similarily  numbered  and 
signed  hand  tooled  leather  bound  book  by  Tony  Mercer,  the  Company's  Chairman 

Please  write  to: 

THE  WATCH  &  CLOCK  BOOK  SOCIETY,  P.O.  Box  22,  Ashford,  Kent,  England. 


HEIM 

ASPECTS  OF  FRENCH  ACADEMIC  ART  1680-1780 


SUMMER  EXHIBITION 

10  June -26  August  1977 
Monday  to  Friday:  10.00  a.m.- 5.30  p.m. 


Fame  on  a  winged  horse 
by  Antoine  Coysevox  ( 1 640- 1 720) 
Gilt  bronze    H.  110  cms 


1     01-493  0688  59  Jermyn  Street,  St.  James's  Cables :  Heimgal 

London  SW1Y  6LX  London 
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BY  APPOINTMENT 
0  HER  MAJESTY  THE  QUEEN 
CLOCK  »  WATCH  MAKERS 


The  name  Frodsham  has  been  associated  with  fine  clocks  since 
1790,  producing  some  of  the  most  admired  examples  of  English 
carriage  clocks. 

The  company  holds  fast  to  the  tradition  of  skilled  craftsmanship 
which  has  gained  international  reputation.  Every  timepiece 
produced  is  hand  finished  to  the  highest  standards  of  precision 
by  Master  Clock  Makers. 

To  mark  this  historic  year  in  the  reign  of  Her  Majesty  Queen 
Elizabeth  II,  Charles  Frodsham  &  Co.  Ltd.  are  offering  limited 
editions  of  4  silver  carriage  clocks. 

These  beautiful  commemorative  Sterling  Silver  timepieces 
originally  crafted  in  Queen  Victoria's  time  have  at  least  30 
separate  components  individually  stamped  with  the  Jubilee 
hallmark.  Each  elegant  collectors  piece  is  numbered  and 
accompanied  by  signed  certificate  of  authenticity. 


45,  SOUTH  AUDLEY  ST.  LONDON  ENGLAND. 

Telephone  01-629  6709   Telex  42792  HAGILHAY 


BY  APPOINTMENT 
TO  H.M.   QUEEN  ELIZABETH 
THE  OUJTCN  MOTHER 
Clock  s^vatcm  makers 


July  Sales  at  Bonhams 

Montpelier  Galleries 


Edgar  Hunt,  Rabbit  and  Poultry,  oil  on  canvas,  signed  and  dated  1921, 
8"  X  1 1",  a  companion  piece,  one  of  a  pair.  To  be  sold  7th  July. 


Large  pair  of  pale  green  jade  phoenix. 
To  be  sold  15th  July. 


Collection  of  blanc-de-chine  18th  century.  To  be  sold  15th  July. 


ml 


Pair  of  19th  century  Sevres  vases  and  covers. 
To  be  sold  22nd  July. 


FINE  ART  AUCTIONEERS  AND  VALUERS 

Montpelier  Galleries,  Montpelier  Street, 
Knightsbridge,  London  SW7  1HR 
Telephone 01-584  9161. Telex  916477  BonhamG. 


1st.  Porcelain  and  Works 
of  Art. 

6th.  Bygones,  Victoriana, 
Arms  6k  Textiles. 
6th.  Prints. 

7th.  Selected  European  Oil 

Paintings. 

7th.  English  and 

Continental  Furniture. 

8th.  Porcelain  and  Works 

of  Art. 


12th.  Silver  and  Plate. 
13th.  Watercolours  and 
Drawings. 
14th.  English  and 
Continental  Furniture. 
14th.  17th,  18th  6k  19th 
century  European  Paintings. 
15th.  Good  Oriental 
Porcelain  and  Works  of  Art. 
15th.  Stevengraphs,  Baxter/ 
Le  Blond  Prints,  Goss,  Pot 
Lids,  Commemoratives, 
Fairings,  Staffordshire 
Figures. 


19th.  Fine  Wines. 
21st.  English  and 
Continental  Furniture. 
21st.  17th,  18th  6k  19th 
century  European  Pictures. 
22nd.  Good  English  and 
Continental  Porcelain. 


26th.  Silver  and  Plate. 
27th.  Watercolours  and 
Drawings. 
28th.  English  and 
Continental  Furniture. 
28th.  17th,  18th  6k  19th 
century  European  Paintings. 
29th.  Porcelain,  Works  of 
Art  and  Musical 
Instruments. 

All  sales  start  at  11  am,  unless 
otherwise  stated. 


8  Atholl  Crescent,  Perth, 
Scotland. 
Telephone  Perth 
(0738)  32302. 
Rue  Pedro-Meylan  1, 
Geneva,  Switzerland. 
Telephone  36  60  92. 
Langwith  Mill  House, 
Nether  Langwith,  Mansfield. 
Nottinghamshire. 
Telephone  Shirebrook 
(062  385)  3639. 


SPIRAL 


PLATES  THAT  ARE  PAINTINGS  PAINTINGS  THAT  ARE  PLATES 


These  enamelled  vivid  plates,  beautiful  to  look  at,  satisfactory  to  eat  off,  are 
designed  by  Teddy  Millington-Drake  who  has  had  15  major  art  exhibitions  and 
whose  paintings  and  drawings  are  in  public  and  private  collections  all  over  the 
world.  The  plates  are,  in  a  way,  like  small  pure  paintings.  Each  one  takes  a 
whole  day  to  make  with  the  colour  processes  all  done  by  hand,  the  enamels  built 
up  layer  by  layer  to  get  the  extraordinary  deep  jewelled  effect  which  makes  the 
plates  vibrate  with  colour. 

Years  of  experimenting  achieved  the  right  colours,  the  right  edges,  the  right 
textures  and  pattern  shapes  and,  too,  the  right  durability.  (These  plates  simply 
don't  chip  like  other  plates.)  The  plates,  hand  made  in  Rome  by  Franca  Pinna, 
are  perfect  functional  objects,  that  look  just  as  marvellous  on  an  outdoor  table 
under  the  sun  (where  most  plates  look  pallid)  as  they  do  indoors  startling  a  table 
into  life.  Whether  these  plates  are  paintings  or  plates  is  up  to  you.  Most  people 
think  they  are  both.  One  thing  is  certain.  They  are  collector's  items. 


•  There  is  a  choice  of  five  designs,  and  there  are  only  ten  editions 
of  each  set  numbered  from  1  to  10. 


MILLINGTON-DRAKE  Plates 

Ten  plates  $500  (U.S.A.&  Europe) 

Packing  and  shipment  by  air  payable  on  delivery 

$90  (U.S.A. &  Canada) 
$51  (within  Europe) 

The  plates  can  also  be  collected  in  Rome 


To:  MILLINGTON-DRAKE  Plates 

100  Cheyne  Walk,  London,  S.W.10 


Please  send  No.  set/s  SERIE  A.  VERAMIN 

set/s  SERIE  B.  YAZD 
set/s  SERIE  C.  M 
set/s  SERIE  D.  SPIRAL 
set/s  SERIE  E.  SULTANIYA 

Name  

Address  -  


for  which  I  enclose  my  cheque  for 
including  shipping  charges 


1740    WILLIAM  MARLOW  181 
The  Bay  of  Naples 
Oil  paintings  on  canvas  —  a  pair 
iot  x  14J  inches 
Signed 


JOHN  MITCHELL  &  SON 
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JEREMY  LTD. 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-352  0644  „  . . 

01  352  3127  Cables:  jeremiq_ue,  London,  s.w.3 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  .Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


English:  last  quarter  of  the  18th  century. 

A  most  important  Sheraton  period  semi-elliptical  commode 
executed  in  faded  satinwood  with  inlaid  panels  of  burr  yew  wood. 
Maximum  Height:  2'1  \  \" 
Maximum  Width:  37" 
Maximum  Depth:  V6\" 


PKillips 


Monday,  July  4,  2pm 
Fine  Old  Master  and  18th  Century  English  Pictures 


David  Teniers  The  Younger 

'A  Hermit  Saint  In  Contemplation' 

Signed  with  monogram,  on  panel  21  x  33cm 


< 


It  W  > 


Klaes  Molenaer 

'A  Winter  Landscape' 

signed,  64  x  78cm 


Sir  Peter  Lely  'King  Charles  II', 
230  x  142cm,  in  a  fine  contemporary 
carved  and  gilt  wood  frame. 


Francesco  Solimena  'The  Madonna 
and  Child  Enthroned,  with  attendant 
Saints'  72.5  x  49.5cm 


No  buyers  premium  at  Phillips 
Phillips  the  Auction  People  since  1796. 7  Blenheim  Street, New  Bond  Street.  London. W1Y  OAS. Telephone:  01-629  6602 
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PAVILION 

ofAntimies 

Antique  in  everything  but  concept 


Next  to  Harrods  we"re  the  most  original  thing  to 
happen  to  Knightsbridge  for  a  long,  long  time. 
Because,  the  Knightsbridge  Pavilion  of  Antiques 
is  really  something  very  new 
With  50  delightful  Regency-style  shops,  stocked 
with  fine  antique  furniture,  porcelain,  silver, 
arms  and  militaria.  glass  clocks,  paintings,  dolls, 
books,  jewellery,  icons,  brass  and  copper,  coins 
and  objects  dart  -  sold  by  some  of  the  most 
eminent  dealers  in  the  world.  All  are  specialists, 
and  are  registered  members  of  a  professional 
antique  Trade  Association  with  a  professional 

Code  of  Practice. 
Here  also  is  the  International  Antique  Dealer's 
and  Collector's  Club,  where  member  dealers  and 
collectors,  together  with  their  guests,  can  relax 
in  the  comfortable  bar  and  roof  garden,  and 
enjoy  a  light  lunch.  Membership  is  £10  per  year. 

Overseas  visitors  £7  per  year. 
The  Pavilion  is  the  headquarters  of  the  London 
and  Provincial  Antique  Dealers'  Association 
where  the  facilities  include  friendly  advice  on 
shipping,  packing,  where  to  buy  and  sell,  and 
all  assistance  to  the  public  and  the  trade. 
LAPADA  telephone  01-584  7911.  There  are  also 
secretarial  and  telex  facilities  available  in  the 
offices  on  the  top  floor. 
Come  and  see  for  yourself.  There's  nothing  quite 
like  it  on  the  London  Antique  scene. 
You'll  find  us  at  112  Brompton  Road. 
London.  S\V3.  Right  opposite  Harrods,  of 
course.  Telephone  01-581  0435/6. 
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Adams  Antiques 

The  Pavilion,  112  Brompton  Rd.,  London  SW3 
Telephone:  01-589  5717 


Fine  18th  Century 

German 

Porcelain 


Members  of  the 

British  Antique  Dealers 

Association. 

London  and  Provincial 

Antique  Dealers 

Association. 


Furniture  -  Paintings  -  Watercolours 
Objets  D'Art  -  Works  of  Art 


Shop  Nos.25,26&27, 
Knightsbridge  Pavilion, 
112  Brompton  Road, 
London  SW3. 
Tel:  01 -589  5740. 


ALSO  High  Street, 
Mayfield, 
Sussex. 
Tel:  2167. 


Antiques  by 
Constantine  Ltd. 


1  24  NEW  BOND  STREET,  LONDON  W1 Y  9AE 
and  at 

THE  KNIGHTSBRIDGE  PAVILION 
1 1  2  BROMPTON  ROAD.  LONDON  SW3  1 JJ 
TELEX  91  7447 


NETSUKE,  NARWHAL,  SIGNED  MITSUHIRO 
WITH  KAKIHAN 
CONSTANTINE  TELEPHONE: 
01-589  5994 
01-589  4022 
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W  BRUFORD  &  SON  LTD. 


THE  GALLERY 
KNIGHTSBRIDGE  PAVILION 
OF  ANTIQUES 

also  at: 

60/62  Terminus  Road, 
Eastbourne. 

1  Bedford  Street, 
Ebceter. 


Antique  &  Secondhand  Silver 
Trade  Welcome 


Rare  antique  tankard, 
maker  John  Peard, 
Barnstaple,  circa  1692. 


JACOB  STODEL 

Antiques 

ITALIAN  MAJOLICA-SILVER 

1 1 2  Brompton  Road,  London  SW3  1 JJ 
Telephone:  01-589  5861. 


Antique  dolls  for  collectors 
and  world-wide  dealers 


Victoriana  Dolls, 
Knightsbridge  Pavilion, 
112  Brompton  Road, 
London  5W3. 
Tel:  01-589  5908 


GEORGE  SOMLO 

Fine  Watches  &  Carriage  Clocks 


KNIGHTSBRIDGE 
PAVILION, 

112  BROMPTON  ROAD 
LONDON  SW3 
TEL:  01-584  4284 


also  at  30  BOND  STREET 
ANTIQUE  CENTRE. 
124  NEW  BOND  STREET. 
LONDON  W1. 
TEL:  01-493  5830 


Antique  in  everything  but  concept 

Come  and  see  for  yourself. 
You'll  find  these  and  many  other 
top  quality  dealers  at: 
112  Brompton  Road,  London  SW3 
Right  opposite  Harrods  of  course. 
Telephone:  01-581 0435/6. 
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"VENICE"  Antonio  Reyna 


| 


Canvas  size  -  24"  x  53"  -  61  x  1  35  cm  Outside  frame  -  33"  X  62"  -  84  x  1 58  cm 


In  Toronto 
Fine  Paintings 

FREDERICK  THOM  GALLERIES 

1 94  Bloor  Street  West 

(just  west  of  Park  Plaza  Hotel) 

Toronto  M5S 1T8,  Canada 

Telephone  :  416-921  3522 
Area  Code:  416 


B.  G.  BURROUGH  Furniture  Specialist 


Purlbridge  Road,  Colyton,  Devonshire  EX13  6RS.  Tel:  Colyton  52464 
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By  Aft*Mmn\ 
>  H-M  fc7i<#*»(* 
1  h.  I}.*,*  SltlKtt 


ESTABLISHED  1865 


TELEPHONE:  493  1141/2/3         14  GRAFTON  STREET,  LONDON  Wl 


An  Imperial  Russian  Presentation 

Dinner  Service 
By  The  Kornilov  Brothers  of  St.  Petersburg 


7  Pieces  Comprising: 

Soup  Plates 
Meat  Plates 
Dessert  Plates 
Side  Plates 
Serving  Dishes 
Meat  Dishes 
Salmon  Dish 

Vegetable  Dishes  and  Covers 

Soup  Tureens 

Sauce  Tureens 

Sauce  Boat 

Salad  Bowl 

Leaf-Shaped  Dishes 


Diameter  of  plates :  9 
Diameter  of  largest 


This  service  was  a  presentation  from  the  Czar  Nicholas  II. 


die  Kunst 


id  d 


as  schone  Heim 


is  publishing  articles 
on  history  of  art  for  a 
better  understanding  of  Old 
Masters'  works;  contributions 
and  discussions  on  modern  art. 


die  Kunst 

unci  das  schone  Heim 


carries  the  latest  news  from  the  art  market: 
auctions  -  exhibitions- fairs  and  museums.  Reviews. 


die  Kimst 

und  das  schone  Heim 


is  dealing  with  all  kinds  of  creative  activity  in  art:  paint- 
ing-sculpture-graphic art  -  architecture  and  interior  design. 


die  Kunst 

und  das  schone  Heim 


is  the  oldest  German  art  journal  (founded  in  188  5 )  offering  in  each  issue  most 
interesting,  engaging  and  informative  features,  i.e.  "international  art  scene" . 


die  Kunst 

I  und  das  schone  Heim 


comes  out  monthly  with  detailed  summaries  in  English. 

Please  send  me 
a  free  sample  copy  □ 
annual  subscription  O 

Subscription  rate  for  one  year  (12  issues)  DM  96.—  / »Die  Kunst  und  das  schone  Heim« 

plus  postage 


Published  by 

VERLAG  KARL  THIEMIG 
P.  O.  Box  90  07  40 
D-8000  Munchen  90 
\\  est-Germany 


Name 


Aildri'SS 
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Fine  Art  Auctioneers  Since  1766 


Record  Prices  for  Imperial  Easter-Eggs 
and  other  works  by  Carl  Faberge 


The  1913  Nicolas  II  Equestrian  Egg  The  1900  Cuckoo  Egg,  presented 

presented  by  the  Tzarina  to  her  husband  by  the  Tzar  to  the  Tzarina. 

at  the  occasion  of  the  Romanov  Tercentenary.  Sold  in  Geneva,  November  20th,  1973, 
Sold  in  Geneva,  April  27th,  1977,  for  £82,666  ($207,000). 

for  £125,000  ($220,000). 


Christie's  hold  the  record  prices  for  any  work  of  art  by  Carl  Faberge  (see  above),  as  well  as 
Russian  furniture,  £40,000  ($73,000);  cloisonne  enamel,  £18,000  ($32,500);  and  the  highest 

total  for  a  Russian  sale,  £565,000  ($1,000,000). 

Entries  for  the  catalogues  for  our  important  sales  of  Russian  Art  in  October  (New  York) 
and  November  (Geneva)  close  on  August  1st  and  September  1st  respectively.  Collectors 
wishing  to  include  their  property  should  contact : 

In  America  In  Geneva 

Mr.  Anthony  M.  Phillips  Dr.  Geza  von  Habsburg 

502s  Park  Avenue,  X  Place  de  la  Taconnerie, 
New  York,  N.Y.  10022  1204  Geneva. 

Tel :  (2 1 2)  826-2888  Tel :  (022)  232544 

Telex :  62072 1  Telex :  23634 


A  rare  set  of  six  matching  Adam-style  candlesticks, 
Georgian  Sheffield,  England,  circa  1785. 
Height  eleven  and  one -half  inches. 


Wakefield-Scearce 

Galleries  o,»ECT  IMPORTERS 

Historic  Science  Hill,  Washington  Street 
Shelbyville,  Kentucky  40065      (502)  ME  3-4382 
on  BOTH  main  roads  (U.S.  60  &  1-64) 
between  Louisville  and  Lexington 
Open  every  day  9  a.m.  —  5  p.m.  Closed  Sundays. 
Member  of  the  Art  and  Antique  Dealers 
League  of  America.  Inc. 

Write  tor  our  new  illustrated  catalogue.  $2.50 

Why  Not  Spend  A  Pleasant  Day  or  Two  in  the  Country? 

Located  in  Historic  Science  Hill,  one  of  the  oldest 
buildings  in  Kentucky,  Wakefield  Scearce  Galleries  in- 
vites you  to  visit  and  see  one  of  the  largest  collections 
of  fine  English  antique  furniture,  rare  and  unusual  sil- 
ver and  porcelain,  as  well  as  decorative  accessories. 

Come  and  enjoy  the  day,  then  lunch  or  have  dinner  at 
the  Inn  located  under  the  same  roof. 


TO  CELEBRA  TE  THE  SIL  VER  JUBILEE 
OF  HER  MOSTGRACIO  US  MAJESTY 
QUEEN  ELIZABE  TH II 


A  unique  commemorative  set  of  four  drawings,  depicting  the  ceremony  of  the  Most  Noble  Order 
of  the  Garter  at  Windsor  Castle.  A  signed  and  individually  numbered,  single  edition  of  506  sets 
only  for  the  world,  by  the  artist  Robert  Standish  Sweeney.  Presented  in  a  specially  designed  and 
illustrated  folder,  containing  in  addition,  a  history  of  St.  George's  Chapel,  a  unique  listing  of  all 
the  major  Knights  of  the  Order  since  its  conception,  foreign  dignitaries,  heads  of  state  so  honoured 
and  ladies  who  have  received  the  Honour.  A  biography  of  the  artist.  Published  at^  155.00  + 
V.A.T.  U.K.  by  St  Benedict's  Studio  Ltd,  the  United  Kingdom. 


Publishing  Member  of  the  Fine  Art  Trade  Guild  of  Great  Britain. 
Enquiries,  S.A.E. 

St.  Benedict'*  Studio  Ltd. 


106  STAFFORD  ROAD,  WALLINGTON,  SURREY,  SM6  9AY        01  -647  4037 


Ifinf/art) 


tTRAObOUIIT)! 
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Examining  Slides 
CHARLES  SPENGELAYH  (signed) 
Canvas:  22  x  30  ins.  (56  x  76  cms.) 
Framed :  28^  x  36  J  ins.  (72  x  92  cms.) 


M.  NEWMAN  LTD.  43A  DUKE  STREET,  ST.  JAMES'S  AND  1/5  RYDER  STREET,  LONDON,  S.W.i 
Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.i 

Member  of  the  British  Antique  Dealers'  Association  Ltd,  and  the  Society  of  London  Art  Dealers 
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Berry-Hill  Galleries 


Randall 

Davey 

'After  the  Race" 

Oil  on  canvas, 
26x32  inches 
Signed:  Randall  Davey 


Cables  BERRYHILL  NEW  YORK 
743  Fifth  Avenue,  New  York,  N.  Y.  10022  •  (212)  753-8130 


SIMON  KAYE  LTD 
i  \  Albemarle  St. 
London  Wi 
01-493  7658 


We  would  Welcome  The  Opportunity  Of 
Purchasing  Collections  or  Single  Pieces 


L  FREEMAN  &  SON  INC. 
12  East  52nd  St. 
New  York  10022 
212-759-6000 
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draensz  Backer 
351 


r  Self  Portrait  as  a  Shepherd 

- 

Fine 
Old  and  Modern 

Paintings 


Panel:  50.8  x  39.5cm 
Signed 


)ert  Noortman  (London)  Ltd 
8  Bury  Street,  St  James's 
London  SW1Y6AB 
I-839  2606  Telex:  915570 

Weekdays  9.30  -  5.30 


Robert  Noortman  Gallery  BV 

Aalbekerweg  49 

Hulsberg-Holland 

Tel:  04405  1934  Telex:  56715 

By  appointment  only 


Illustrated  catalogue  (26  colour  plates)  £3.50 
US  $8.00  including  air  mail  postage. 


In  sixty  years  weVe 
amassed  the  jewellery 
of  ten  centuries 


Early  this  century  our 
founder,  who  appreciated  fine 
cameos,  opened  a  jewellery 
shop  in  the  heart  of  London. 
It  was  to  become  famous  as 
the  home  of  an  unrivalled 
collection  of  historical  and 
modern  jewellery 
with  cameos 
enjoying  a 
treasured 
place. 
The  glitter  of 
Cameo  Corner 
spans  the  centuries, 


as  does  our  knowledge. 
Apart  from  the  sale  of  antique 
jewellery  we  also  specialise 
in  stimulating  exhibitions 
and  modern  design,  in 
expert  repairs  for  both  home 
and  overseas  and  we  welcome 
trade  enquiries. 
We  extend  a  warm 
invitation  to 
buyers  and 
browsers  alike. 
Come  and  see 
us  or  write  for  our 
Quarterly  Collection. 


cemao 

corner 

FAMOUS  FOR  ANTIQUE  JEWELLERY  THROUGH  FIVE  REIGNS 
26  Museum  Street,  London  WC1 A  1JT  01-637  0981 
(just  by  the  British  Museum) 
and  also  at  22  New  Bond  Street,  London  Wl  01-629  0071 

(round  the  corner  from  the  Westbury  Hotel) 
All  enquiries  and  correspondence  should  be  directed  to 
the  Museum  Street  address. 


CHINESE  ANTIQUES 
AND 
OBJETS  D'ART 


Intricate  Peking  ivory  carving  of  a 
famous  Chinese  court  beauty. 
27  in.  high  including  stand. 


PENINSULA  HOTEL 
KOWLOON  -  HONG  KONG 

Cable:  "EILKERSHAW"  H.K. 
Tel:  3-664083 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


HEAVY  SILVER  INKSTAND 
London  1 751 ,    Maker  Geo.  Methuen 
Height  2±"    Diameter  4±". 

6,  7  &  8  BORINGDON  VILLAS  PLYMPTON 
PLYMOUTH,  DEVON 
Plymouth  337952 
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BY  APPOINTMENT  TO 
I .  OOCtN  CLIIAUTH  THE  QUEEN  MOTHER 
JCWELLIKf 
«•"[>   *  COMPANY  LTD.  LONDON 


■  Y  APPOINTMENT 
TO  H.M.  THE  QUEEN 
GOLDSMITHS  SILVERSMITHS  Si  JEWELLERS 
ASPREY  Si  COMPANY  LTD.  LONDON 


A  rare  and  unusual  late  18th  c.  demilune  rosewood  and  parcel  gilt  China  cabinet 
with  brass  inlaid  lines  and  mouldings.  English,  circa  1 795.  Evidently  a  pair  to 
that  illustrated  in  'Dictionary  of  English  Furniture'.  MacQuoid  &  Edwards. 
Country  Life  MCMXXIV  Vol.  1.,  p.  179,  pi  52. 


ASPREY  &  COMPANY  LIMITED.  1  65-1  69  NEW  BOND  STREET.  LONDON  W1 Y  OAR.  TEL:  01  -493  6767 
alternative  entrance  at  22  Albemarle  Street.  London  W1 
Telegrams.  Culleus  London  Asprey  S.A.  Geneva.  40ruedu  Rhone.  Geneva  Telex:  251 10 

Telephone: 28-72-77 


Cm  GERMANY^ 


More  Art  and 
Antique  Dealers  and 
Collectors  read  F.A.Z. 
than  any  other 
national  quality 
newspaper 


Over  330,000  copies  of  our  Saturday 
Edition  incorporating  The  Fine  Arts  and 
Antiques  Section  are  sold  weekly. 
They  are  read  by  over  1  million  people. 
If  you  wish  to  buy  from  or  sell  to 
Germany,  let  us  tell  you  how  we  can  help. 
Without  obligation  write  or  phone: 


John  Daniels  or  Vera  Uhlmann  at 
Frankfurter  Allgemeine  Zeitung, 
37  Brompton  Road,  London  SW3  DE, 
Tel.  01-235  7982  or  01-581  2326  ext.  7. 
Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung, 
P.  O.  Box  2901 ,  6000  Frankfurt/M.  1 , 
West  Germany,  Phone  7  59 1 1 . 


frunffurter  Allgemeine 

ZEITUNG  FOR  DEUTSCHLAND 
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■  V  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  THI 
QUEEN  MOTHER 


■Y  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


c%*re  &uj&Jh  and  Gmti?ienta£  o/tttter,  <Miniaiiu^. 


(A) 


We  wish  to  purchase  similar  pieces 
of  XVIII  century  French  silver. 
Price  is  of  secondary  importance. 

Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Addrest  "EucloMt  London  W.l" 


KNOKKE-HEIST 

"LA  RESERVE" 

(BELGIUM) 

AUGUST  5  to  15 
1977 

ART  &  ANTIQUE  FAIR 

FURNITURE  -  TAPESTRIES  -  STATUES  -  PAINTINGS 
-  ICONS  -  ENGRAVINGS  -  BOOKS  -  SILVER  - 
CHINESE  PORCELAIN  -  EUROPEAN  PORCELAIN 
AND  CROCKERY  -  GLASS  AND  CRYSTAL  -  JEWELS  - 
BRASS  AND  BRONZE  -  PEWTER  -  ORIENTAL  RUGS 

ORGANIZED  BY 


IN  THE  HOTEL 


SOFITEL 
LA  RESERVE 


A  LUXURY  HOTEL  WITH  120  FIRST  CLASS  ROOMS 
AND  TENNIS  COURTS,  COMMUNICATING 
DIRECTLY  WITH  THE  LOUISON  BOBET  THALAS- 
SOTHERAPY INSTITUTE  (SAUNA,  SWIMMING 
POOL,  CURE  OF  WATERS) 

SOFITEL-LA  RESERVE  IS  AN  IDEAL  SETTING  FOR 
CONVENTIONS,  SEMINARS,  COCKTAILS,  (UP  TO 
150  PEOPLE)  AND  ART  EXHIBITIONS. 


132  ELIZABETHLAAN 
T.  050-60.06.06 


B-8300  KNOKKE-HEIST 

TELEX  81.657 


Mayorcas  Ltd. 

Member  of  the  BADA  Ltd. 


A  rare  English  Ecclesiastical  Embroidery  panel  of  the  last  quarter  of 
the  fifteenth  century,  c.  1475-1500.  with  six-winged  seraphims. 
&  'fleur-de-lys'  motifs  edged  with  a  border  of  leaf  patterns  and  scrolls, 
with  metal-thread  galloons  finishing  off :  embroidered  motifs  in  silks 
and  metal  threads,  applied  on  crimson  silk  velvet  ground,  measuring 
3'1"x  2'3"  (94cms  x  69cms).  Similar  examples  at  Victoria  and 
Albert  Museum  London. 
Litt :  'English  Embroidery'  by  A.  F  Kendrick. 

38  Jermyn  Street  St.  James's 

London  S.W.i.       Telephone:  01-629  4195 


Normandy 


_T  ~\  Available  from  leading  stores  or  for  free  brochure 
r^^~|  please  write  to:— 

LAJ  DEMA  GLASS  LIMITED 

nemo  32/33  HATTON  GARDEN,  LONDON  EC1N  8DT 
UC,IIM  Tel:  01-405  0811 
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I  ca  nit  imagine  why  they  want  to 
use  us  in  an  ad. Were  only  tiny. 


Bill  and  Flossie  Simpson  own  and  run 
the  Collectors  Shop  in  Burlinghame,  California. 

They  specialise  in  British  and  New 
England  antique  country  furniture. 

They've  been  coming  to  buy  in  the  UK 
for  the  last  ten  years.  And  each  year  they've  been 
purchasing  more  and  more. 

Very  early  on  they  realised  that  buying 
wasn't  the  major  problem.The  serious  headaches 
came  in  trying  to  get  the  merchandise  onto  their 
shop  floor. 

Bill  thinks  on  average  that  up  to  a  third 
of  his  year's  turnover  can  be  tied  up  in  stock  after  a 
U.K.  buying  trip.  Which  could  mean  cash -flow 
snarl-ups  if  their  new  stock  is  slow  in  arriving. 

In  the  first  three  or  four  years  they  had 
some  horrendous 
experiences  with  shippers. 
Slow  delivery.  Customs 
dramas.  And  even  damage. 

Then  Bill  was 
recommended  to  talk  to 
Michael  Davis. 

That  was  almost 
five  years  ago. 


I'd  like  to  know  about  the  Michael  Davis  Shipping  service 

Name  

Address  


□  Commercial  Dealer 

□  Private  Collector 

Please  tick 


Since  then  Michael  Davis  have  shipped 
all  their  antiques.  And  Bill  maintains  that  Michael 
Davis  has  enabled  him  to  turn  over  his  stock 
significantly  faster  than  ever  before. 

Today  Bill  and  Flossie  plan  their  trips  with 
Michael  Davis. 

They  stay  in  a  Michael  Davis  apartment 
in  London's  West  End.  And  a  Michael  Davis  courier 
acts  as  their  guide  to  Britain's  ten  thousand  antique 
dealers.  So  what  do  Bill  and  Flossie  Simpson  think 
of  Michael  Davis  Shipping  today? 

"We're  anything  but  their  biggest  clients 
but  you'd  never  believe  it.  I  think  their  secret  is  that 
they  behave  like  businessmen.  If  they  say  they're 
going  to  do  something  it  gets  done.  We'd  have  a 
difficult  time  thinking  of  something  bad  to  say 
— j  about  them!' 

If  you've  got  a 
world-wide  antique 
shipping  problem  it  could 
be  worthwhile  talking  to 
Michael  Davis. 

You  could  end 
up  being  as  happy  as 
Bill  and  Flossie  Simpson 


□  Tourist 

□  Household  Removal 
C7 


MICHAEL  DAVIS 


We  ship  antiques  safely. 

Michael  Davis  (Shipping)  Limited,  111  Mortlake  Road,  Kew,  Richmond  Surrey TW94AU.  (U.K.) 
Telephone  01  876  0434  (day),  01  878  3377  (night) 
or  4725  Alia  Road,  Marina  Del  Ray,  Los  Angeles,  California  90291.  (U.S.A.) 
Telephone  (213)8225046. 


».rthebest 

kfWe^t  Qetman jouihalism« 


The  Suddeutsche  Zeitung  is  a 
member  of  T.E.A.M..  a  group  of 
1 4  top  newspapers  in  1 0 
countries  all  over  Europe. 
The  Suddeutsche'  has  the 
nighest  circulation  of  any  of  the 
three  German  members.  (F.A.Z.. 
Welt  and  Suddeutsche)  - 
304.225  copies  average  Monday 
to  Saturday.  2nd  quarter  1  976. 

South  Germany,  Suddeutsche's 
home  ground,  is  the  fastest 
expanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


That's  what  "The  Times''  said  about  us 


needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SiiddeutscMcZeiTung 

The  world's  newspaper  from  Munich.  A  member  of  the  T.E.A.M.  group 
(Top  European  Advertising  Media) 


Friihjahrsauktionen 
 1976 
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GEORGE  ffl 


An  attractive  set  of  four  George  III  Candlesticks  in  the  French  rococo 
style.  Made  in  Sheffield  in  1  81  5  by  J.  &  T.  Settle.  Height :  1  2f" 


Our  London  and  New  York  collections  feature  antique  silver  of  the  highest 
quality  and  always  include  exceptional  and  rare  pieces  of  interest  to  the 

serious  collector. 

Our  collection  of  Old  Sheffield  Plate  is  also  one  of  the  largest  in  the  country. 


S.I.SHRLESOLE 


LONDON  43  MUSEUM  STREET  LONDON  WC1 A  1 LY  TEL  01-4052712  NEW  YORK  104  EAST  57th  STREET  NEWYORK  10022TEL  0101-212-75-38920 
Member  of  the  British  Antique  Dealers '  Association  and  the  National  Antique  and  Art  Dealers  Association  of  America 


AUGILL  CASTIE 
ANTIQUES  LTD 

Brough,  Cumbria.  Tel :  09304  41 2 


To  be  seen  at  our  associated  company, 
Whitaker,  Brocklebank  &  Hogarth  Ltd, 
3  Carlos  Place,  Mount  Street,  London  W.1 
Tel:  01 -409  0012 


A  very  fine  Sheraton  painted 
satinwood  secretaire  bookcase, 
formerly  belonging  to  Wm.  Wordsworth 
(Ex  P.  Brideson  Collection,  Water  Park,  Cumbria.) 


Member  Canadian 
Antique  Dealers  Association 

Antiques  and  Works  of  Art 


Nickola  de  Grandmaison,  1 892- 
Portrait  of  a  Girl  in  Russian  Dress'  Pastel.  Signed  &  dated,  '41 . 
25"  x  18".    55  cm.  *  45  8  cms. 

736  Seventeenth  Avenue  Southwest  Calgary. 
Alberta,  Canada  T2S  0B7 
Telephone  269-3560  Area  code  403 


CONQUEST  HOUSE 

17  PALACE  STREET, 
CANTERBURY,  KENT 

An  Exceptional  11th 
17th  Century  Property 

FOR  SALE  FREEHOLD 
WITH  FULL  VACANT 
POSSESSION 

Agents: 

WORSFOLDS 

3  St.  Margaret's,  Street, 
Canterbury,  Kent 
(Tel.  No.  Canterbury  54925) 
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By  appointment  to 
H.  M.  The  Queen 
suppliers  of  fancy  goods 


By  appointment  to 
H.  R.H.  The  Duke  of  Edinburgh 
suppliers  of  fancy  goods 


By  appointment  to 
H.  M.  Queen  Elizabeth 

The  Queen  Mother 
suppliers  of  fancy  goods 


The  General  Trading  Company  (Mayfair)  Ltd 
London 


Send  for  our 
illustrated  booklet 
'GTC  pocket  companion' 


QVO 


Presents  have  always 
been  our  great  strength. 
Glass  we  stock  in  a 
dazzling  variety  from 

complete  suites  to 
single  handmade  pieces. 
China  is  outstanding 
here  and  we  can  order 
for  you  almost  any  piece 
by  leading  makers. 
Antiques  have  their 
own  upstairs  department 
specializing  in  furniture 
and  accessories  of  the 
eighteenth  and  early 
nineteenth  centuries. 
Decorating  also  has  its 
own  section  with  three 
designers  and  a  sumptions 
room  of  soft  furnishings. 
Kitchen  pots,  utensils, 
and  cutlery  are  chosen 
for  looks  and  performance 
as  is  everything  for  our 
garden  which  flourishes 
at  the  back  of  the  shop. 


The  General  Trading  Compan 


144  Sloane  Street,  Sloane  Square,  London  swix  qbl  telephone  01-730  041 1 
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rv3n  Invitation 

...to  spend  some  time  each 
month  among  the  i^i&stmost 
exquisite  treasures  gf  the 
ancient  and  modern  Wdrldl 

"The  most  beautiful  magazine  printed  in  the 
English  language,"  THE  CONNOISSEUR 
contains  full-colour  plates,  illustrations  and  au- 
thoritative articles  on:  | 
Paintings 
Prints 
Tapestries 
Antiques 
Silver 
Jewelry 
Porcelain 
Glass 
Sculpture 
Architecture 
Furniture 
Arms  &  Armour 

Plus,  definitive  news  on  the  showings,  sales 
and  events  worth  noting  in  American  and  Eu- 
ropean galleries,  museums,  auction  rooms  and 
private  collections. 

eONNOISSELR  $5.00  a  copy. 

1  year  $48.00  (You  save  $12.00  from  the  single- 
copy  cost) . 

2  years  $85.00  (You  save  $35.00  from  the  single- 
copy  cost) . 

For  these  substantial  savings,  just  fill  in  and 
clip  out  the  Subscription  Order  Form  below 
and  mail  it  today. 

Your  first  copy  will  be  on  its  way  to  you  in  six 
to  twelve  weeks.  Watch  for  it! 


THE  COWOISSEIR 

P.O.  Box  10120.  Des  Moines,  Iowa  50340 
Yes!  Please  send  me  THE  C0M0ISSEI R 

□  One  year  (12  months)  for  $48.00 

(saves  me  512.00  from  the  single-copy  cost) 

□  Two  years  (24  months)  for  $85.00 

(saves  me  $35.00  from  the  single-copy  cost) 

□  Payment  is  enclosed    Z  Bill  me  


Initial  here 


Name- 


please  print 


Address- 
City  


-State- 


-Zip- 


THE  CONNOISSEUR,  S5.00  a  copy. 


WESF 
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Tuesday,  July  12  at  2  p.m. 

Fine  Antiquities 

The  Properties  of  The  Lord  Mostyn,  M.C.,  The  President  and  Council  of 
Cheltenham  College,  The  late  Comte  Alberic  du  Chastel  de  la  Howarderie,  the  late 

Prince  S.  A.  Rad/i will  and  others. 


The  Harlech  Tore  in  twisted  gold  w  ith  plain  finials,  c.  1200  B.C.,  50  in. 
(126.9  cm.)  long. 


Catalogue  (59  plates,  including  5  in  colour)  £2-80  $5.00  post  paid 
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Friday,  July  29  at  10.30  a.m. 

Fine  Victorian  Pictures 

The  Properties  of  Lord  Lambton,  Mrs.  Lefroy,  The  late  Martin  Foster,  The  late 
Prince  S.  A.  Radziwill,  The  late  Miss  M.  Y.  E.  Tate,  Ambassador  College  and  others. 


Abraham  Solomon,  R.A. :  First  Class,  signed  and  dated  1854.  26+  in.  by  37+  in. 
(67.4cm.  by  95.3  cm  ). 


Edward  Lear:  Jerusalem  from  the  Mount  of  Olives  at  sunset,  signed  with 
monogram  and  dated  1859  and  signed,  inscribed  and  dated  1859  on  a  label 
on  the  reverse.  184,  in.  by  29^  in.  (46.4  cm.  by  74.8  cm.). 
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Friday,  July  29  at  10.30  a.m. 


John  Melhuish  Strudwick :  Passing  Davs,  paper  laid  on  panel,  14|  in.  by  44^  in. 

(37.4  cm.  by  113  cm.). 


James  Jacques  Tissot :  Girl  with  a  fan,  signed,  on  panel, 
31  in.  by  22\  in.  (78.6  cm.  by  57  cm.). 

Catalogue  (99  illustrations,  including  5  in  colour)  £3.80  $6.50  post  paid 
All  sales  subject  to  the  conditions  printed  in  the  catalogue. 


Christie,  Manson  &  Woods  International  Inc.,  502s  Park  Avenue,  New  York,  N. Y.  10022,  Tel :  (21 2)  826  2888. 
Cables:  Chriswoods,  New  York.  International  Telex :  New  York  620721 .  Domestic  Telex:  New  York  710  5812325 

8  King  Street,  St.  James's,  London  swi  y  6QT 

Telegrams:  Christian  London  SW 1    Telephone:  (01 )  839  9060    Telex:  9 1 6429 
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Norman  Adams  Ltd. 

8—IO  Hans  Road,  Knightsbridge,  London  sw3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Alexander  Gallery 

45  Sloane  Street,  London  swi 
Tel:  01-235  1 H 1 3 

Fine  Victorian  and  igth  century  continental 
Paintings,  Old  Master  Paintings. 
Furniture  and  Works  of  Art 

Maria  Andipa  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  1 4th  to  1  Qth  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608,  Telex:  21  142 
Fine  antique  furniture ,  <  locks  and  silver ; 
specially  designed  modem  jewellery  and 
presentation  items ;  interior  furnishing 

Bentley  &  Co.  Ltd. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

H.  Blairman  &  Sons  Ltd. 

1 19  Mount  Street,  London  wiy  5HB 
Tel:  01-493  0444 

18th  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  II  'orks  of  Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 

Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  of  Art 

D.  Bouldstridge  Ltd. 

47  Lower  Belgrave  Street,  London  SWi 
Tel:  01-730  7548 

Specialist  in  English  Antique  Clocks  of  late- 

1  jth ,  1 8th  and  early- 1  gth  centuries 

Member  B.  A. D. A. 

Recognised  Supplier  to  the  Corps 

Diplomatique. 

Brod  Gallery  (Alfred  Brod  Ltd.) 

24  St.  James's  Street,  London  swia  iha 

Tel:  01-839  3871 

Old  Master  Paintings  and  Drawings 


The  Bruton  Gallery 

High  Street,  Bruton,  Somerset  baio  oar 
Tel:  074  981  2205 

Specialists  in  European  Sculpture  ig—20th 
Century:  Ayrton,  Bourdelle,  Dalou,  Carpeaux, 
Moore,  Rodin,  Etc. 

Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  372-7 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 

Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel:  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 
Mondays  to  Fridays  10.00  to  5.30 
Saturday  mornings  10.00-1.00 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel :  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints, 
Persian,  Indian  and  Islamic  Art 

Cramer 

38  Javastraat,  The  Hague  201 1 ,  Holland 

Tel:  070-63  07  58 

Fine  Old  Master  Paintings, 

catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352 
5857 

English  and  American  Primitive  paintings, 
Unusual  pictures  by  younger  artists 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  sw 3 
Tel :  01-584  7566 

20th  Century  British  and  European  Masters. 
Younger  British  artists.  (Also  unjustly 
neglected  painters). 

Crosby  Books 

P.O.  Box  100,  Fishguard,  Dyfed,  Wales,  GB. 
Tel:  034882  292 

Oriental  Carpet  books  sold.  Catalogues,  listing 
many  books  on  this  subject  sen;  free  on  request 

Delomosne  &  Son  Ltd. 

4  Campden  Hill  Road,  Kensington, 

London,  w8 

Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish 

Glass  of  all  kinds  also  European  Ceramics 

Doveridge  House  Antiques, 

Neach  Hill,  Long  Lane,  Tong,  Shropshire 
Tel:  Albnghton  3131 

Fine  18th,  igth  Century  English  &  Continental 
Furniture,  Paintings,  Clocks,  Decorative  items 
and  Interior  Furnishings 


Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  51 16 

British  Art  of  the  igth  and  20th  centuries,  ^ 
Paintings,  Watercolours ,  Drawings  and 
Sculpture  and  Decorative  Arts 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St. James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

i8th—igth  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58jermyn  Street,  St.  James's,  London  swi 
Tel:  01—493  4496,  Cables:  Fryart,  London 
English  Watercolours  and  Drawings  of  the 
1 8th  and  1  gth  centuries 

The  General  Trading  Company  Ltd. 

144  Sloane  Street,  Sloane  Square, 
London  swix  9BL 
Tel :  01-730  041 1 

18th  and  igth  Century  English  furniture, 
porcelain,  pewter,  prints  ;  fine  quality  china, 
crystal,  gifts ;  decorating 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 

Tel:  01-629  2008/9 

Old  Masters  and  Works  of  Art 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493 
7997 

; 8th  and  igth  Century  English  Paintings. 
17th  and  18th  Century  Dutch,  Flemish  and 
Italian. 

1  ~th  to  igth  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  i  a  a 

18th  and  early  igth  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  igjo 

M.  Harris  &  Sons 

44/52  New  Oxford  Street,  London  wcia  ifs 

Tel:  01-636  2121 

Fine  18th  century  English  furniture 

and  Works  of  Art 


44    The  Connoisseur.  |uly.  1977 


Heim  Gallery 

syjcrmyn  Street,  St.  James's,  London  swi 
Tel:  01-493  0688 

Old  Master  Paintings  ami  Sculptures  in  marble, 
bronze  and  terracotta 

Milne  Henderson 

99  Mount  Street,  London  \vi 
Tel:  01-499  2507 
Chinese  anil  Japanese  Paintings. 
Japanese  screens  ami  prints, 
Oriental  Embroidery 

Hennell  Ltd. 

1  Davies  Street.  Berkeley  Square, 
London  wiy  2ny,  Tel:  01-499  301 1 
Antique  and  modern  jewellery  and  silver, 
domestic  silver  by  the  Hennells  from  i'7}7 

Holmes 

29  Old  Bond  Street,  London  \v  1 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
silver 

George  Horan 
(Oriental  Antiques)  Ltd. 

;S  \  Kensington  Church  Street,  London  w8 

Tel:  01-9379532 

By  appointment  to  the  Corps 

Diplomatique.  Fine  Oriental  ceramics,  bronzes, 

jades,  ivories,  carvings  etc. 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  17th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

Alexander  Juran  &  Co. 

74  New  Bond  Street,  London,  wiy  9DD 
Tel:  01-629  2550 

Old  and  Antique  Caucasian  and  Oriental 
Rugs  and  Carpets 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel  :  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

M.  Knoedler  Co.  Ltd. 

143  New  Bond  Street,  London,  wiy  9FD 
Tel:  01-499  1923  and  4585,  Telex  :  24183 
Fine  Paintings 

R.  A.  Lee 

1-9  Bruton  Place,  London  wi 

Tel:  01-629  5600  and  499  6366 

Works  of  art,  fine  furniture ,  clocks  and  armour 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
or  by  appointment. 

t8th,  lQth  and  20th  Century  Watercolours  and 
Drawings 


London  Art  Gallery 

15/16  Royal  Opera  Arcade 

Haymarket,  Pall  Mall,  London,  SWi 

Tel:  01-930  7679 

Hundreds  inexpensive  handsomely 

framed  original  figurative  oil 

paintings  by  masters  of  the 

future,  some  8"by  10"  under  £25. 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street 

Portman  Square,  London  wi 

Tel :  01-723  6595 

Member  of  B.  A. D.  A. 

Specialist  in  Fine  English  Antique  Porcelain, 

Pottery,  Delftware  and  Enamels 

Marlborough 

6  Albemarle  Street,  London  wix  3 in 
Tel:  01-629  5 16 1 ,  Cables:  Bondartos 
Fine  impressionist  and  20th  Century  Paintings, 
Drawings  and  Sculpture.  Graphics  and 
photographs  by  leading  20th  Century  Artists 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665,  Telex:  916187 
Gallery  hours :  Monday-Friday,  10—6 
English  and  European  Paintings 
of  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 
Old  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 
Fine  early  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St. James's,  London  swiy6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  jewellery ,  Jewellers  and 
Silversmiths  for  four  generations.  Also  at 
Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4^74 

Fine  19th  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  w  1  x  3  hf 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours ,  Old  Maps, 
Ship  Models  and  Curios 


David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 

Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 
British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 

Pitt&  Scott  Ltd. 

20/24  Eden  Grove,  London,  N7  8ed 
Tel:  01-607  73-21,  Telex:  21857 
Packing  and  shipping  of  fine-art  works 
throughout  the  world 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders 
and  Chandeliers.  Restorations  in  marble. 

G.  T.  Ratcliff  Ltd. 

Durwards  Hall, 

Kelvedon,  Essex,  coi  2PG 

STRICTLY  TRADE  ONLY. 

Enormous  antique  furniture  stocks  in  showroom 

condition  including  lacquer  and  decorated  pieces 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 

Tel:  01-409  1 97 1 

Fine  European  Arms  and  Armour 

Islamic  and  works  of  Art, 

Early  Photographic  Material 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  wi 
Tel:  01-499  5  553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London 
swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1 784/ 1785 
Fine  English  Furniture  and  works  of  art  of  the 
17th  and  1 8th  Centuries 


Alan  Tilman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  916151 
Antique  Paperu'eights  also  glass  from 
ljth—igth  Centuries,  including  English  and 
French  Cameo  glass 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

Important  stock  18th  and  early  igth  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5161 
Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Earle  D.  Vandekar  of  Knightsbridge 

138  Brompton  Road,  London  SW3 

Tel:  01-589  8481/3398 

Telex:  Pavant  917447 

Members  of  B.A.D.A.  and  C.LN.O.A. 

Large  stock  oj  Fine  Chinese,  Continental  and 

English  Porcelain  and  Pottery 


Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 
Dutch  and  English  paintings  from 
ljth—igth  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 
Tel:  01-629  0602,  Cables:  Navild,  London 
Old  Master  and  Impressionist  Paintings 
and  Drawings 

Williams  &  Son 

2  Grafton  Street,  London  wix  3 lb 
Tel:  01-493  5751 

Fine  Traditional  English  and  European 
Paintings  from  the  igth  &  20th  Centuries 


Temple  Williams  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 
Fine  Regency  Furniture,  Works  of  Art, 
I  'aluations 

Winifred  Williams 

3  Bury  Street,  St.  James's,  London,  swi 
Tel:  01-9304732/0729 
Important  iSth  century  English  and 
Continental  Porcelains  and  Enamels.  Collectors' 
pieces  of  Museum  quality 

W.  H.  Willson  Ltd. 

15  King  Street,  St. James's,  London  swi  y  6qu 

Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter  Ltd. 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494,  Telex:  21879  Harriet 
Antique  Scienti  fic  Instruments  and  new,  second 
hand  and  antiquarian  books  on  the  history  of 
science  and  technology. 


ALBERT  AMOR  LTD 

ENGLISH  &  CONTINENTAL  CERAMICS 

37  BURY  STREET,  ST. JAMES'S,  LONDON,  SWiY  6AU 

TELEPHONE:  01-930  2444    TELEGRAMS:  AMORIFER  LONDON 


An  exceedingly  rare  early  Worcester  vase  "pencilled"  in  black. 

An  engraving  of  the  design  by  Robert  Hancock  is  recorded. 
No  marks;  height  7  ins. 
Circa  1757-60. 


FURNITURE 
FINDERS 

Specialists  in  all  fields  of  art  and  antiques,  we  will 

undertake  any  commission.  All  shipping, 

insurance,  etc.  arranged  free  of  charge. 

P  &  M  Montgomery  Ltd., 

Sunridge,  South  Hill  Avenue,  Harrow,  Middx. 

Telephone :  01  (London)  422  6295 


Detailed  Editorial  Indexes 

for  The  Connoisseur  are  published 
three  times  a  year 
at  £4-50  each 

From 

The  Circulation  Dept., 
The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London,  SW18  1  HA 
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The  Actor  LeKain  in  the  Role  of  Achilles. 
French  School,  middle  of  the  18th  century. 
Pencil  on  parchment,  295  by  228  mm. 


Exhibition  of  Old  Master  Drawings,  Bronzes  and  Terracottas. 
Summer  1977.  Catalogue  on  request. 


BRIENNER  STRASSE  25,  8000  MUNICH  2,  WEST  GERMANY 
Tel:  (089)  55  52  29  Telegrams:  Paintings 


An  unusual  Sheraton  period  rosewood  sofa  table  crossbanded  in  satinwood  on  four  scroll  legs 
united  by  a  platform.  English  circa  1800  Height  27"  Length  (extended)  6i$*  Depth  28" 
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A  tragedy  and  a  farce 


Two  qualities  must  above  all  others  be  of  the  essence  in  that 
great  blossoming  contemporary  passion,  conservation  - 
discrimination  and  timing.  The  need  to  discriminate  is  arguably 
paramount  in  connection  with  Victorian  buildings  and  their 
decoration,  since  while  Victorian  grandeur  rose  to  unpre- 
cedented heights  in  images  of  national  opulence  like  St.  Pancras 
Station  or  St.  George's  Hall,  Liverpool,  Victorian  taste  also  sank 
to  undreamed-of  depths  through  mass-production  and  the  sheer 
stylistic  hysteria  induced  by  Historicism.  Since  the  present 
century  has  so  far  offered  little  in  domestic  architecture 
which  can  compete  with  the  human  values  which  dominate  the 
architecture  of  the  past,  those  of  us  who  have  any  concern  for 
the  reflection  in  art  of  life's  finer  qualities  must  accept  the 
substitution  of  conservation  for  innovation  in  a  way  which 
would  have  seemed  inconceivable  seventy  years  ago.  The  great 
divide  comes  however  when  we  must  make  the  actual  decision 
as  to  what  will  stay  and  what  can  reasonably  be  dispensed  with: 
who  can  be  trusted  to  make  the  decision?  Is  a  new  race  of 
conservationist  connoisseurs  to  be  hatched  upon  an  unsuspect- 
ing world,  experts  whose  'eye'  will  enable  them  to  distinguish, 
not  Duveen-Iike  between  the  fake  and  the  genuine,  but  between 
the  important  and  the  less  important,  the  'grade  one'  and  the 
'grade  two'.  Already,  somewhere  behind  the  scenes,  such 
superhumans  are  at  work  in  Britain,  and  in  the  space  of  several 
months  have  given  the  'thumbs  down'  to  two  very  different 
manifestations  of  Victorian  taste,  Mentmore  Towers  and  the 
statues  from  the  Palace  of  Westminster.  Wanton  destruction  is 
all  the  more  senseless  when  it  is  avoidable,  but  the  surest 
method  of  avoiding  repercussions  is  to  destroy  with  rapidity  and 
lethal  precision:  such  has  been  the  fate  of  Mentmore.  For  all  its 
heterogeneous  taste,  its  promiscuous  mingling  of  styles  in  a 
manner  making  nonsense  of  the  term  eclectic,  its  preponderance 
of  dull  interiors  devoid  even  of  the  proportions  which  distinguish 
the  most  modest  Georgian  house,  Mentmore's  demise  will 
always  be  mourned.  This  entity,  the  like  of  which  our  children 
will  know  solely  through  literary  descriptions  as  real-sounding 
to  them  as  H.  Rider  Haggard's  idea  of  deepest  Africa,  has  been 
destroyed  with  a  precision  and  insensitivity  breathtaking  in  its 
callousness.  Nobody  who  attended  any  of  the  sales  could  forget 


the  holiday  atmosphere  at  times  tantamount  to  the  surreal 
where  the  most  mundane  items  from  Mentmore  were  bid  for  with 
the  same  sadistic  determination  as  the  finest  French  furniture 
and  porcelain.  At  one  sale,  a  roar  of  laughter  greeted  a  resound- 
ing crash  from  behind  the  scenes,  and,  nothing  daunted,  bidders 
fiercely  competed  for  the  magnificent  frame  now  without  its 
mirror  (from  Lady  Rosebery's  bedroom)  which  a  few  minutes 
later  lamely  appeared  on  the  platform.  We  are  now  paying  for 
the  privilege  of  doing  what  revolutionary  mobs  have  always 
done  free  of  charge,  with  the  added  sanction  of  governmental 
detachment  from  the  whole  ghoulish  spectacle. 

More  positive,  however,  is  the  action  of  the  Governmental 
Department  of  the  Environment  in  arranging  what  it  is  pleased 
to  call  'Parliamentary  history  for  sale'  -  the  sale  of  sixteen 
statues  from  niches  on  the  exterior  of  the  Palace  of  Westminster. 
According  to  the  Department,  these  are  being  replaced  by 
replicas  'carved  by  Fred  Wills,  mbe'  because  of 'weathering  and 
other  damage'.  The  statues,  of  Saxon  kings  and  saints,  date  from 
the  1 8 50s  but  were  'carved  by  various  craftsmen  over  the  years, 
rather  than  by  any  individual  sculptor',  which  sweeping  state- 
ment would  seem  to  discount  the  concerted  efforts  of  all  the 
armies  of  Mediaeval  cathedral  sculptors  in  favour  of  the  efforts 
of  known'  craftsmen  like  Mr.  Wills.  In  handling  the  whole 
transaction,  the  Department  has  been  unable  to  provide  even 
photographs  of  the  sculptures,  and  has  maintained  a  lightheart- 
edness  about  this  wholesale  destruction  of  yet  another  entity, 
exemplified  by  comments  such  as  those  of  a  certain  Mr.  William 
Shaw  who  suggests  that  the  statues  might  serve  as  'giant  garden 
gnomes'  for  the  gardens  of  their  purchasers.  Mr.  Wills  goes  even 
further  and  confidently  states  that  'The  quality  of  our  carving  is 
better  than  that  of  the  1850s'.  If  Mentmore's  loss  can  aspire  to 
tragedy,  the  bungling  of  the  Westminster  statues  can  be  seen  as 
farce,  but  farce  with  a  sharp  edge  which  can  only  be  that  of  the 
wedge  destined  to  open  the  floodgates  of  even  more  grossly 
insensitive  acts.  What  better  way  to  celebrate  the  Silver  Jubilee 
than  with  the  dispersal  on  the  one  hand  of  a  former  Prime 
Minister's  treasure  house  and  on  the  other  the  statues  from  the 
Mother  of  Parliaments? 

Charles  McCorquodale 
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Thomas  Christopher  Hofland 
Painter  and  Angler 
1777-1843 

/.  C.  Wood 

Misfortune  made  Hofland  a  painter.  Born  at  Worksop,  Nottinghamshire,  the  son  of  a  rich  maker  of  cotton-milling 
machinery  who  moved  to  London  in  1790,  in  youtfi  he  developed  a  taste  for  field  sports  and  for  sketching. 
When  he  was  aged  nineteen,  his  father,  who  had  dabbled  in  some  risky  financial  ventures,  failed,  he  turned 
his  amateur  artistic  talents  to  professional  use.  His  love  of  fishing  remained  with  him  for  life. 


Hofland  was  a  landscape  painter  of  the 
traditional  school,  who,  like  Delamotte 
and  William  Havell,  grew  up  at  the  end  of  the 
eighteenth  century  and  whose  merits  still 
remain  in  partial  obscurity.  With  such  big  fish 
as  Turner  and  Constable  rising  in  the  Pool  of 
Fame,  their  more  modest  ripples  were  soon 
obliterated  and  the  later  run  of  big  heavy 
Victorians  put  them  to  the  bottom.  It  is  only  in 
the  last  decade  that  they  have  started  to  rise. 

After  his  father's  bankruptcy,  the  sale  of  his 
horse  and  his  gun  enabled  him  to  afford  three 
months'  instruction  from  John  Rathbone,  at 
that  time  flitting  intermittently,  with  Morland 
and  Ibbetson,  between  Soho  and  Kilburn;  this 
was  his  only  formal  instruction  in  art.  He  then 
returned  to  live  with  his  parents  at  Kew,  where 
he  set  up  as  a  drawing-master.  Two  years  later, 
the  Royal  Academy  accepted  the  first  of  his 
pictures,  which  he  sold. 

The  threat  of  a  French  Invasion  during 
1804.  with  Napoleon  massing  his  troops  at 
Boulogne,  made  many  young  men  join  their 
local  Volunteers.  Hofland  enlisted  with  the 
King's  Own  Company  at  Kew  and  was  made 
fugleman,  the  Company's  front-marker. 
Despite  his  failing  health,  George  in,  still  a 
staunch  patron  of  the  Arts,  enjoyed  inspecting 
his  amateur  troops:  thus,  by  chance.  Holland 
came  to  his  notice  and  received  Royal  en- 
couragement in  his  career.  The  King  commis- 
sioned him  to  make  drawings  of  the  rare  plants 
in  Kew  Gardens:  these  do  not  seem  to  have 
survived.  Subsequently  he  recommended  him 
for  the  post  of  draughtsman  on  an  expedi- 
tionary ship  but  Hofland  declined  this  for 
family  reasons. 

In  1805  he  obtained  a  teaching  post  at 
Derby,  where  he  remained  for  three  years 
before  moving  to  Doncaster.  exhibiting  his 
pictures  at  Leeds  and  making  sketching  tours 
in  the  Lake  District.  His  York  Minster  (No.  1 1  of 
1807  shows  his  early  interest  in  cloud-laden 
skies. 

The  next  year  he  married  Barbara  Hoole  at 
Knaresborough.  She  was  a  widow  of  charm 
and  talent  who  also  painted  in  oils.  She  became 
popular  as  a  writer  of  over  twenty  novels,  but 
although    'The   Clergyman's   Widow'  sold 


seventeen-thousand  copies  in  various  editions, 
they  are  unread  and  unreadable  today.  She 
became  the  lifelong  friend  and  correspondent 
of  the  remarkable  Bella,  the  girl  whom  Ibbetson 
married  after  the  death  of  his  first  wife.  Their 
husbands'  misfortunes  forged  a  mutual  bond 
between  them. 

The  two  artists  became  close  enough  friends 
to  collaborate.  Ibbetson  painted  the  cattle 
depicted  in  Hofland's  Woody  Scene  at  Knares- 
borough. exhibited  in  1 8 1 2,  and,  later,  Stothard 
painted  the  figures  in  his  Cymon  and  Iphegenia 
that  was  exhibited  in  1816.  This  custom  was 
not  uncommon  at  that  time  -  in  some  recorded 
cases  a  third  artist,  such  as  Sawrey  Gilpin, 
painted  the  horses  in  a  joint  composition. 

The  Hoflands  moved  south  to  live  in  London 
in  181 1,  visiting  the  fbbetsons  at  Masham  the 
next  autumn.  He  supplemented  his  income  - 
and  gained  a  certain  reputation  -  as  a  copyist 
of  Old  Masters,  of  Gainsborough,  and  of 
Wilson,  while  continuing  to  paint  Lakeland 
subjects  worked  up  from  his  sketches  made  on 
tour.  Although  his  own  style  of  painting  was 
unlike  Wilson's.  Farington  wrote  that  on  com- 
ing upon  him  at  work  at  the  British  Institute's 
Exhibition  of  1814,  Hofland  remarked  'that 
there  was  more  to  be  learned  by  copying 
Wilson's  pictures  than  from  the  work  of  any 
other  Master'.  He  recorded  that  'Hofland  made 
five  or  six  copies  from  Wilson's  pictures,  includ- 
ing one  or  two  painted  in  imitation  of  them', 
and  that  'Hart  Davies  purchased  the  whole  of 
them,  telling  him  to  name  his  own  price'. 1 

Generally,  copies  were  not  made  to  deceive. 
Before  the  advent  of  colour  reproduction, 
meeting  the  demand  for  them  was  a  useful 
source  of  income  for  many  struggling  artists. 
As  late  as  1822,  Constable  wrote  indignantly 
to  Fisher  that  'Holland  has  sold  his  shadow  of 
Caspar  Poussin  for  80  gns.  and  it  is  no  more 
like  Gaspar  than  the  shadow  of  a  man  on  a 
muddy  road  is  like  himself'.2  By  then  Hofland 
was  an  established  landscape  painter  but  not 
above  augmenting  his  income  in  this  way. 

His  large  Storm  off  Scarborough  won  the 
British  Institute's  premium  of  one  hundred 
guineas  in  18 14  and  was  bought  by  the 
discerning  Marquis  of  Stafford.  His  vast  Stirling 


Castle  (No.  2),  exhibited  in  the  same  year,  is 
now  in  the  Tate  Gallery.  He  was  fond  of 
introducing  dramatic  cloud  effects  in  his  com- 
positions and  of  lighting  them  with  an  early 
morning  or  evening  glow. 

The  couple  moved  out  of  London  to 
Twickenham  in  18 16  and  he  employed  a 
gentler  manner  of  painting  the  placid  Thames 
scenes  so  different  from  that  of  his  grander 
mountain  landscapes  that  attribution  of  his 
earlier  unsigned  work  is  now  difficult.  Together 
they  undertook  the  production  of  a  book, 
written  by  her  and  illustrated  by  him,  on  the 
Duke  of  Marlborough's  White  Knights  estate 
near  Reading.  It  took  three  years  to  complete 
but  was  financially  a  disaster.  He  never  re- 
ceived payment  for  its  printing  nor  for  the 
heavy  expense  incurred  in  the  engraving  of  the 
twenty-three  pictures.  Eventually  he  paid  off  in 
full  the  debts  incurred  but  only  after  much 
privation  and  worry.  Eight  years  later,  Mrs. 
Hofland  saw  'the  Duke  of  Marlborough  in 
excellent  health  and  high  spirits,  saying,  how- 
ever, not  a  word  of  paying  my  husband  a 
shilling  for  all  that  he  owes  him  and  which  is 
unquestionably  gone  for  ever'. 5 

Hofland  returned  to  his  life  of  teaching  and 
travelled  all  over  Britain  with  his  sketchbooks. 
Llanberis  Lake  and  Lake  Windermere,  bought  by 
Lord  Durham,  were  examples  of  his  work  in 
this  vein.  Some  of  the  subjects  came  from  his 
studio  so  'romanticised'  that  they  are  not 
possible  to  identify. 

In  contrast  to  these  scenes  of  rugged  gran- 
deur, his  home  views  of  the  peaceful  reaches  of 
the  unspoilt  Thames  were  equally  popular.  His 
Richmond  Bridge  (No.  3),  with  its  delightful 
family  groups  in  the  foreground,  was  a  fine 
example.  It  was  painted  for  John  Todd  of 
Twickenham  Park,  and  engraved  by  Charles 
Heath  in  1822.  The  next  year  he  engraved 
Hotland's  The  Thames  from  Richmond  Hill 
(colour  and  No.  4).  Both  these  enhanced  his 
reputation  and  perhaps  were  reproduced  after 
the  interest  shown  at  the  exhibition  of  his  work 
in  Bond  Street  in  1821. 

An  added  pleasure  on  his  sketching  expe- 
ditions was  the  opportunity  that  they  gave  him 
to  indulge  in  the  passion  for  fishing  that  he  had 
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2.  Thomas  C.  Hofland.  Stirling  Castle,  exhibited  1814.  The  Tate  Gallery.  London. 
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5.  Thomas  C.  Hofland.  Untitled,  an  example  of  Holland's  romantic  work,  c.  1816. 


in  common  with  his  contemporary  Turner.  In 
this  sphere  he  outshone  that  quirky  genius.  His 
name  remains  enshrined  in  the  annals  of  fly- 
fishing, like  Wickham  for  his  'Fancy'  and 
Greenwell  for  his  'Glory',  for  the  artificial  fly 
that  he  invented  about  1830.  'Holland's  Fancy' 
proved  to  be  the  fatal  deceiver  of  many  a  trout 
and  retained  its  popularity  with  fishermen  in 
the  North  well  into  this  century. 

In  1839  he  produced  'The  British  Angler's 
Manual'  or  the  'Art  of  Angling  in  England, 
Scotland,  Wales  and  Ireland,  with  some 
Account  of  the  Principle  Rivers,  Lakes,  and 
Trout  Streams  in  the  United  Kingdom'. 
Dedicated  to  the  sculptor,  Sir  Francis  Chantrey, 
'by  his  devoted  brother  of  the  Angle',  it  was 
published  by  Whitehead  and  Company  and 
R.  Ackermann,  and  contained  'instructions  in 
fly-fishing,  trolling,  and  angling  at  the  Bottom, 
and,  more  particularly,  for  the  Trout'. 

Nine  of  the  illustrations  engraved  by  W.  R. 
Smith  were  made  from  Hofland's  river  land- 
scapes. The  chapter  head  and  tail-pieces  were 
small  vignettes  of  fishing  scenes  or  of  various 
species  of  fish.  A  second  edition,  revised  and 
enlarged  by  E.  Jesse,  was  issued  after  his  death 
in  1848.  Jesse  hints  in  his  Preface  that  the 
original  publisher  had  failed,  another  example 


of  Hofland's  bad  luck.  The  second  edition 
included  a  memoir  by  his  son. 

It  seems  likely  that  the  book's  production 
delayed  a  long-awaited  journey  to  Italy,  as  it 
was  not  until  1840  that  Hofland  set  forth, 
already  a  sick  man,  on  a  commission  for  Lord 
Egremont.  He  spent  nine  months  there,  visiting 
Naples,  Rome  and  Florence,  and  made  about 
one  hundred  sketches.  On  his  return  twelve  of 
these  were  selected  as  subjects  suitable  for 
paintings  but  his  deteriorating  health  only 
permitted  him  to  complete  five  of  them  and 
only  one  remains  at  Petworth  today.  He  died 
two  years  later  at  Leamington. 

Hofland  was  one  of  the  founder-members  of 
the  Society  of  British  Artists  in  1824. 
Thereafter  he  exhibited  regularly  at  Suffolk 
Street  until  his  death  in  1843,  sending  one 
hundred  and  eighteen  pictures  in  all.  The 
Royal  Academy  accepted  seventy-two  of  his 
works,  the  first  in  1 799,  and  one  hundred  and 
forty-one  were  shown  at  the  British  Institute: 
many  individual  pictures  were  exhibited  at 
more  than  one  of  these  exhibitions.  In  later 
years  his  reputation  may  have  suffered 
through  the  similarity  of  the  initials  of  his  son, 
Thomas  Richard  Hofland,  1816-1876,  who 
worked  as  a  teacher  and  watercolourist 


without  the  talents  of  his  father. 

Hofland's  early  critics,  the  Redgraves,  writ- 
ing two  decades  after  his  death  -  an  unfashion- 
able time  for  any  artist's  reputation  -  found  his 
work  somewhat  monotonous  and  insipid:  it 
was  not  sufficiently  realistic  for  their  taste,  his 
vast  canvases  smacking  too  much  of  the  studio 
at  a  time  when  Constable's  dewy  freshness  was 
making  its  full  impact.  In  this  century,  Colonel 
Maurice  Grant,  that  omniscient  authority  on 
English  landscape  painters,  took  a  wider  view, 
considering  that  Hofland  was  nearly  a  great 
painter,  dogged  by  ill-fortune. 

It  is  ironic  that  a  man  who  strove  in  vain  to 
win  fame  as  an  artist  should  be  more  widely 
remembered  as  the  inventor  of  an  artificial  fly. 

NOTES 

1.  Farington  Diary.  5  and  10  October,  8  December  18 14. 

2.  Letter  to  Fisher.  ?i  October  1822. 

3.  Letter  to  Lord  de  Tabley.  D.  Hall,  The  Tabley  House  Papers', 
Walpole  Society,  xxxvm. 
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i.  Two  covered  jugs,  one  1685,  the  other  [698.  Height:  14  inches.  Sotheby's. 
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Thomas  Jenkins  unveiled 

A  leading  Caroline  Goldsmith 


Arthur  Grimwadeand  Judith  Banister 


I  The  Man 

Arthur  Grimwade 

The  appearance  at  auction  at  Sotheby's  on 
20  February  1  <-> 7 s •  lot  [78,  of  the  pair  of 
handsome  silver  jugs  of  1685  and  i698(No.  1) 
has  provided  the  key  to  solve  the  problem  ol  the 
identity  of  the  seventeenth-century  goldsmith, 
whose  mark  1.1.'  between  escallops  (No.  2)  has 
long  been  recognised  as  that  of  one  of  the  most 
prolific  and  long-working  London  makers  of 
important  plate  of  that  period.  This  mark, 
reproduced  by  Sir  Charles  Jackson  in  his 
'English  Goldsmiths'  from  three  items  of  1668, 
1680  and  1  (184.  has  for  long  been  presumed  by 
many  to  be  possibly  that  of  Thomas  Issod  from 
the  fact  that  the  latter  had  entered  a  Britannia 
Standard  mark  in  the  Goldsmiths'  Company 
registers  in  April  1697  as  a  goldsmith  already 
in  business.  That  this  attribution  was  very 
unlikely  1  have  pointed  out  in  my  new  work 
"London  Goldsmiths  1697-18  37',  since  Issod 
was  apprenticed  only  in  1668.  when  the  't.i.' 
with  escallops  mark  is  already  found,  and 
moreover  was  apprenticed  to  Lawrence  Coles, 
an  established  spoonmaker.  Furthermore, 
Issod's  New  Standard  mark  is  found  only,  in 
my  experience,  on  spoons. 

The  significance  of  the  jugs  already  referred 
to.  which  came  from  the  estate  of  the  Hon.  Lady 
Baillie.  is  that  while  the  earlier  example  of 
1685  bears  the  mark  't.i'.  between  escallops  in 
a  quatrefoil,  the  other  jug  of  1698,  clearly 
made  then  to  match  the  first,  bears  the  mark  of 
Thomas  Jenkins,  'le'  between  escallops  in  a 
similar  quatrefoil,  as  entered  by  this  maker  at 
Goldsmiths'  Hall  in  April  1697.  at  the  same 
time  as  all  other  makers  working  at  the  in- 
troduction of  the  New  Standard,  with  the 
address  Essex  Street  without  Temple  Bar. 
Jenkins'  mark  on  the  1 698  jug  is  overstruck  on 
that  of  Philip  Rollos.  the  important  Huguenot 
maker,  a  clear  indication  that  the  latter  had 
been  employed  by  Jenkins  to  make  the  new  jug 
(No.  2b).  This  evidence  of  Jenkins'  sponsorship 
of  the  work  of  a  Huguenot  goldsmith  is  paral- 
leled by  other  known  cases  of  native  craftsmen 
overstriking  the  mark  of  contemporary  emigre 
French  goldsmiths,  and  coupled  with  the  com- 
plete similarity  of  form  of  his  Britannia 
Standard  Mark,  with  its  two  escallops,  to  the 
't.i'.  mark  of  pre- 169 7  date,  must  surely  be 
accepted  as  irrefutable  evidence  of  the  identifi- 
cation of  the  latter  as  the  mark  of  Thomas 
Jenkins  from  1668  to  1697. 


Knowing  that  Mr.  Gerald  Taylor  of  the 
Ashmolean  Museum  had  long  been  working 
on  a  chronological  analysis  of  seventeenth- 
century  London  goldsmiths'  marks  with  a  view 
to  establishing  possible  identifications.  I  asked 
him  for  his  views  on  the  't.i.'  mark,  to  find  to 
my  gratification  that  he  had,  in  fact,  come  to 
the  conclusion  that  this  was  indeed  the  earlier 
mark  of  Thomas  Jenkins,  having  come  across 
the  appearance  of  the  same  pair  of  jugs  in 
Christie's  sale  of  1  3  July  1 926,  when  they  had 
been  described  as  one  by  T.  Issod,  the  other  by 
Thomas  Jenkins  (ignoring  the  overstruck  mark 
of  Philip  Rollos.  which  is  admittedly  difficult  to 
decipher  clearly).  I  discovered  from  my  own 
card-index  of  English  silver  that  the  jugs  had 
also  been  exhibited  at  the  Loan  Exhibition 
at  29  Park  Lane,  1929,  then  the  property  of 
Mrs.  A.  Wilson-Filmer.  when  they  were  un- 
compromisingly described  as  both  by  Thomas 
Jenkins. 

It  is  perhaps  not  surprising,  since  no  mention 
was  made  in  either  of  these  catalogues  of  the 
nature  of  the  't.i.'  mark  on  the  1685  jug.  that 
the  identification  has  passed  unrecognised 
until  now.  Mr.  Taylor  has  established  the 
earliest  appearance  of  the  t.i.'  mark  as  in  1668 
on  a  peg-tankard  formerly  in  the  J.  A.  Holms 
collection,  as  indeed  noted  by  Jackson  and  his 
list  records  yearly  occurrences  until  1 694. 

What,  then,  can  be  ascertained  of  Thomas 
Jenkin's  career,  which  may  be  considered  to 
corroborate  this  suggested  identification  be- 
tween him  and  the  mark  in  question?  We  are, 
unfortunately,  deprived  of  any  solid  evidence 
from  the  records  of  the  Goldsmiths'  Company, 
since  he  was  not  Free  of  the  former,  but  of  the 
Butchers'  Company.  This  is  apparent  from  the 
entry  of  his  1697  New  Standard  mark,  which  is 
annotated  Free  Butcher'.  When  preparing  the 
entry  for  him  in  my  'London  Goldsmiths'  1 
searched  the  apprentice  and  freeman's  index  of 
the  Butchers'  Company  (Guildhall  Library), 
but  could  find  no  mention  of  him  and  at  that 
point  went  no  further.  However,  in  preparing 
the  present  article  I  returned  to  the  Court 
Minutes  of  that  Company  and  discovered  the 
record  of  his  activities  which  show  him  to  have 
been  a  leading  member  of  the  Livery.  He  first 
appears  as  the  latest  on  the  list  of  Assistants  of 
4  October  1688  suggesting  that  he  had  then 
been  recently  elected  to  the  Court.  He  was 
elected  Renter  Warden  in  October  1692  and 
Third  Warden  the  following  year.  He  was 
nominated  for  Second  Warden  each  year  from 
1694  to  1697  but  not  elected,  remaining  an 


Assistant,  after  which  he  was  elected  First 
Warden  in  1698  and  on  16  October  1699 
Master  of  the  Company.  He  then  subsequently 
appears  as  Assistant  until  October  1  702,  after 
which  he  appears  to  have  resigned.  His  only 
other  appearance  in  the  Company's  records 
appears  to  be  the  apprenticeship  to  him  of  Jacob 
Margas,  the  well-known  Huguenot,  on  12 
January  1699.  Samuel  Margas  was  appren- 
ticed in  turn  to  his  brother  Jacob  in  1708,  to 
whom  Peter  Archambo  was  subsequently  also 
bound,  thus  establishing  an  interesting  con- 
nection between  these  prominent  goldsmiths 
of  the  George  1  and  11  period  with  a  man  who 
had  been  active  since  the  days  of  Charles  11,  and 
was  obviously  in  touch  with  the  Huguenot 
craftsmen,  as  his  overstriking  of  Rollos'  mark 
on  the  1698  jug  indicates. 

For  further  insight  into  Jenkins'  career  we 
have  little  evidence.  He  appears  once  in  1668 
in  the  Goldsmiths'  apprentice  register  as  hav- 
ing an  apprentice.  Abraham  Loader,  turned 
over  to  him  from  another  goldsmith.  Heat's 
'London  Goldsmiths'  records  him  as  at  the 
Cornish  Daw,  Essex  Street  from  1 688  to  1 708, 
his  entries  based  mainly,  it  would  seem,  on 
directory  or  other  records.  In  fact  the  Rate 
Books  of  St.  Clement  Dane's  parish  (West- 
minster Public  Library)  show  Jenkins  as  paying 
Poor  and  Surveyor's  Rates  in  Essex  Street  from 
March  168 1/2  until  1706/7.  to  be  followed  in 
1707/8  by  'Widow  Jenkins  and  Silvester 
Munday'  and  the  following  year  by  'Sylvester 
Munday'  alone,  possibly  in  continuation  of  the 
business.  The  goldsmith  had  been  buried  at  St. 
Clement  Danes  on  1  5  January  1 706/7.  His  will 
does  not,  however,  appear  in  the  Public  Record 
Office  files  for  that  year  nor  in  the  Commissary 
or  Archdeacon  of  London's  records  at  Guildhall 
Library  or  Consistory  Court  records  at  County 
Hall.  F.  G.  Hilton  Price  in  his  'London  Bankers', 
second  edition,  lists  Thomas  Jenkins  as  'Gold- 
smith. Essex  Street,  Strand'  in  1697  ar>d  also 
John  Jenkins  at  the  same  address,  who  may 
well  be  the  former's  son.  But  if  so,  we  might 
have  expected  his  name  to  appear  in  the  rate 
books  rather  than,  or  at  least  with,  the  widow 
or  Munday.  It  is  possible  that  he  may  have 
parted  company  with  his  father  and  be  identifi- 
able with  John  Jenkins  and  King  recorded  as 
goldsmiths,  Lombard  Street  from  1698  by 
Hilton  Price,  who  states  that  cheques  and  bills 
bearing  their  endorsements  exist  from  1 7 1 1  to 
1  724  and  refers  to  a  mention  of  John  and  James 
Jenkins  in  the  London  Gazette  for  1  7  June 
1732.  It  is  perhaps  not  without  significance 
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that  Thomas  Jenkins'  Essex  Street  location  was 
close  to  the  newly  developing  banking  frater- 
nity of  Hoare's  and  Childs'  in  the  Strand. 

Although,  as  we  have  seen,  Jenkins  was  not 
a  member  of  the  Goldsmiths'  Company,  we  do 
get  glimpses  of  him  in  the  Court  Minutes  of  the 
former,  when  on  four  occasions  he  was  sum- 
moned to  appear  before  the  Court  on  the 
charge  of  having  sold  gold  or  silver  wares 
below  standard  -  curiously  all  pieces  of  a  very 
minor  character;  on  29  April  1690  for  selling  a 
badge  with  ring  worse  than  standard:  on  24 
October  1694  for  'putting  for  sale'  gold  rings 
worse  than  standard,  for  which  he  was  fined 
£2  ios.;  on  5  October  1 705  in  a  search  by  the 
wardens,  when  he  is  described  as  'Mr.  Jenkins 
in  Essex  Street  Strand'  from  whom  six  buttons 
and  two  teaspoons  were  brought  away  as 
suspect,  for  which  he  seems  to  have  been 
fined  29s.  the  following  month:  and  on 
1 1  December  of  the  same  year  for  unspecified 
items  for  which  he  paid  only  js.  fine.  In  view  of 
the  fact  that  pieces  bearing  his  New  Standard 
mark  le'  are  rarely  met  with  in  comparison 
with  his  earlier  output,  it  would  seem  probable 
that  after  1697  he  had  become  largely  a 
retailer  or  banker-goldsmith  and  that  it  was 
only  when  he  received  special  commissions 
such  as  the  Withers  candlesticks  of  the 
Fishmongers'  Company  in  1703.  which  bear 
an  otherwise  unrecorded  mark  of  his  'Ie'.  as 
usual  between  escallops  (No.  3)  or  the  1698 
jug  to  match  his  earlier  production,  that  his 
mark  was  used  as  sponsor  of  the  pieces  in 
question.  If  one  is  right  in  this  assumption, 
then  the  trifling  offences  for  which  he  was 
called  to  account,  may  well  have  concerned 
secondhand  goods  purchased  for  cash  over  the 
counter  by  his  shopmen  and  not  productions  of 
his  own  workshop. 

When  we  examine  Mr.  Taylor's  list  of  pieces 
bearing  the  t.i.'  mark,  to  which  Judith 
Banister  and  I  have  added  some  further  items, 
we  are  immediately  aware  of  the  wide  range  of 
this  goldsmith's  activities  in  the  production 
both  of  standard  pieces  as  well  as  important 
prestigious  display  and  corporation  items  -  the 
whole  gamut  of  the  silvermith's  repertoire  in 
the  late  seventeenth  century.  His  surviving 
output,  listed  below,  to  which  we  are  entitled  to 
assume  the  addition  of  pieces  yet  to  be  re- 
corded, as  well  as  those  inevitably  melted  down 
in  the  past  as  out  of  fashion  and  turned  in'  for 
remanufacture.  presents  an  imposing  picture 
of  one  of  the  pre-eminent  plate-producers  of  his 
day.  employing  without  doubt  a  large  estab- 
lishment of  journeymen  craftsmen  with  a 
clientele  among  the  leading  nobility  and  gentry 
of  the  time.  As  such,  it  is  gratifying  to  be  able  to 
add  his  name  to  the  still  regrettably  short  list  of 
London  goldsmiths  of  his  day  which  Charles 
Oman  in  his  chapter  Brief  Lives'  in  Caroline 
Silver'  has  already  identified  with  known  marks. 


II  His  Work 

Judith  Banister 

More  than  one  hundred  pieces  can  now  with 
certainty  be  ascribed  to  Thomas  Jenkins. 
Dating  between  1668  and  1703.  they  bear 
witness  to  a  prolific  craftsman  with  the  ability 
to  work  in  the  newest  styles  and  to  maintain 
throughout  a  very  high  standard  of  workman- 
ship. Almost  every  example  noted  is  of  a  sturdy 
gauge  of  silver,  often  of  exceptional  weight,  and 
well-made,  traits  that  are  not  always  evident  in 
English  silver  of  the  second  half  of  the  seven- 
teenth century.  In  particular,  Jenkins's  work 
shows  fine  attention  to  modelling  and  chasing, 
and  his  designs  blend  happily  the  familiar 
Caroline  forms  and  motifs  with  some  of  the 
latest  ideas  from  abroad. 

The  1 6  70s  were  busy  years  for  the  London 
trade,  and  Thomas  Jenkins  soon  showed  that 
he  was  more  than  capable  of  producing  suit- 
ably impressive  plate  for  his  patrons.  The 
output  from  his  Essex  Street  workshops  in- 
cluded most  of  the  usual  objects  made  by  the 
leading  silversmiths  of  the  day  -  tankards  and 
porringers,  footed  salvers,  bowls,  cagework 
cups,  candlesticks  and  toilet  silver.  He  made 
grand  garnitures  of  plate  for  displaying  on 
chimneypieces.  ewers,  dishes,  a  great  wine 
cistern  and.  rarest  of  all.  a  silver  warming-pan. 

The  earliest  recorded  example  of  his  work  is  a 
peg  tankard  of  1668  that  was  formerly  in  the 
collection  of  J.  A.  Holms.  Like  most  of  Jenkins's 
tankards,  this  one  is  large,  standing  &$  inches 
high  and  weighing  37.8  ounces.  It  is  a  plain 
cylinder,  flamboyantly  engraved  on  the  front 
with  the  arms  of  Lane,  and  with  crest  on  the 
cover  within  almost  as  large  a  plumed  mant- 
ling. Its  most  notable  feature  is  the  finely 
modelled  recumbent  lions,  three,  their  fore- 
paws  resting  on  bun-like  supports  forming  the 
feet,  a  fourth  the  thumbpiece.  Similar  peg 
tankards  had  first  made  their  appearance  in 
Yorkshire  about  a  dozen  years  earlier,  but 

4.  The  Kyrle  Tankard.  1 699.  Height:  7$  inches. 
Balliol  College.  Oxford.  Goldsmiths'  Company. 
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5 .  One  of  a  pair  of  flagons.  1 6  70. 
Height:  16  inches. 
Haberdashers'  Company. 

Jenkins  appears  to  have  been  the  first  London 
silversmith  to  use  this  Scandinavian  style. 

The  following  year  brought  an  order  for  a 
pair  of  Sheriff's  maces  at  Nottingham,  and 
another  peg  tankard  is  recorded,  but  the  best- 
known  example  of  his  work  during  1669  is  the 
tankard  given  to  Balliol  College.  Oxford,  by 
John  Kyrle.  the  Man  of  Ross  (No.  4).  Also  mas- 
sive, bearing  the  scratch  weight  of  61  ounces, 
and  87  inches  high,  it  is  supported  on  his 
favourite  lion  couchant  feet,  and  the  drum- 
shaped  barrel  is  applied  with  two  bands  of 
ropework  near  the  base.  Ropework  probably 
originally  appeared  on  the  cover,  which  was 
altered  or  replaced  by  Gabriel  Sleath.  perhaps 
in  1 729  when  he  made  another  tankard  for  the 
College.  The  handle  is.  however,  typical  of 
lenkins's  work,  formed  as  a  scroll  terminating 
in  a  van  Vianen-like  grotesque.  The  thumb- 
piece,  in  the  form  of  the  donor's  crest,  a 
hedgehog,  produces  a  rather  confused  ap- 
pearance not  usually  to  be  associated  with 
Jenkins's  designs. 

Lions  couchant  and  other  finely  modelled 
details  frequently  appear  on  his  tankards  and 
other  silver  (No.  6).  Apair  of  tankards  of  1671. 
formerly  in  the  Foley-Grey  collection,  are 
enriched  with  eagle  feet  and  thumbpieces.  and 
in  the  same  year  he  made  another  with  a 
grotesque  dolphin  handle  and  realistically 
modelled  recumbent  lion  thumbpiece.  This, 
ike  most  of  his  tankards  from  now  on.  was  on  a 
more  conventional  spreading  foot,  although 
corded  bands  and  lion  or  other  elaborate 
thumbpieces.  such  as  entwined  dolphins,  typi- 
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Bed  his  work  for  the  next  ten  or  twelve  years. 
One  of  his  large  tankards  of  1673,  reverting  to 
the  type  on  three  lion  couchant  supports,  is 
fitted  with  a  detachable  wire  strainer,  suggest- 
ing its  use  for  the  ale  and  apples',  the  drink 
known  as  lambswool,  such  as  Pepys  drank  as  a 
Christmas  draught'  in  January  1667. 

It  must  not  be  assumed,  of  course,  that 
Jenkins  was  alone  in  the  use  of  lions,  eagles, 
dolphin  billets  or  grotesque  handles.  They 
appear  on  tankards,  porringers  and  cagework 
cups  by  most  of  the  leading  London  craftsmen 
of  his  time,  but  it  can  be  claimed  that  Thomas 
Jenkins  has  the  distinction  of  being  among  the 
first,  often  the  very  first,  to  use  the  cast  details 
that  decorate  so  much  of  the  best  silver  of  the 
period. 

In  1671,  Jenkins  made  a  piece  as  distin- 
guished for  its  associations  as  for  its  intrinsic 
quality.  It  is  a  superb  silver-gilt  cup  and  cover, 
with  scroll  handles,  a  band  of  cut-card  orna- 
ment round  the  base  of  the  slightly  tapering 
body,  and  spreading  foot  with  a  ropework 
mount.  Further  cut-card  work  surrounds  the 
three  scroll  supports  on  the  cover.  By  family 
tradition,  the  cup  and  cover  was  a  gift  to 
Samuel  Pepys  from  Charles  11.  but  unhappily 
by  1 67 1  the  diarist,  fearing  for  his  eyesight, 
had  ceased  his  invaluable  account,  or  we  might 


6.  Tankard.  1672.  Height:  8^  inches. 
Haberdashers'  Company. 

long  ago  have  discovered  Jenkins'  identity.  A 
very  similar  porringer,  or  cup  and  cover,  was 
made  for  the  Corbet  family  the  following  year. 
Also  gilded,  but  larger  and  heavier,  it  originally 
weighed  some  5 1  ounces.  It  remained  in  the 
family  until  1929.  Subsequently,  a  small  knop. 
a  crest  and  some  of  the  extensive  cut-cardwork 
on  the  cover  were  removed,  reducing  the 
weight  to  46.25  ounces. 

Two  most  unusual  pairs  of  candlesticks  by 
Jenkins  are  known,  apparently  based  on  con- 
temporary Flemish  designs.  Standing  1 1  inches 
high  and  weighing  5  5  ounces  the  pair,  both  are 
in  church  possession.  But  only  those  at  St.  John 
Baptist,  Strensham,  Worcestershire  (No.  7) 


7.  Pair  of  candlesticks.  1672.  from 
Strensham  Church.  Worcestershire. 
Diameter  of  bases:  9  inches. 

are  fully  marked  for  1672.  the  other  pair  from 
St.  Mary.  Redcliffe.  now  in  Bristol  Museum, 
bear  Jenkins's  mark  only.  On  incurving  octag- 
onal bases,  with  openwork  bracketed  stems 
and  tall  fluted  sockets,  they  are  chased  with 
acanthus  foliage  in  a  style  found  on  several 
other  pieces  commissioned  from  Jenkins  -  for 
instance,  in  the  applied  detail  round  the  base  of 
a  small  silver-gilt  two-handled  bowl  of  about 
1675/1680  found  in  association  with  a  pair  of 
French  perfume  vases  and  parts  of  two  candle- 
sticks in  the  so-called  Parliament  Hill  Treasure 
discovered  in  1892,  and  now  in  the  Victoria 
and  Albert  Museum.  The  bowl,  which  has  two 
fine  cast  caryatid  handles,  was  probably  from  a 
toilet  service.  Of  different  form  is  the  fully 


marked  covered  bowl  of  1672  now  in  the 
Bemis  collection  at  Boston.  With  twelve  tear- 
drop shaped  lobes  on  a  ground  of  acanthus 
foliage,  and  a  double  row  of  chased  petals 
surrounding  the  low  bud-shaped  knop  on  the 
cover,  the  shallow  bowl  chased  en  suite,  it  has 
slender  caryatid  handles,  four  paw  feet,  and  the 
not  inconsiderable  weight  of  22.2  ounces  for  its 
8-inch  diameter. 

A  piece  on  a  grander  scale  is  the  oval  wine 
cistern  of  1677  sold  from  the  Duke  of 
Buckingham's  collection  at  the  Stowe  sale  in 
1848,  and  finally  coming  to  rest  in  the  Victoria 
and  Albert  Museum  in  1957  (No.  8).  The 
18^  inch  long  cistern  epitomises  the  taste  for 
grandeur  and  the  mobile  style  of  chasing 
fashionable  among  Jenkins's  courtly  patrons. 

8.  Wine  cistern,  1677.  Width:  22+  inches. 
Victoria  and  Albert  Museum,  London. 
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On  four  massive  scroll  feet,  a  deep  border  of 
acanthus  foliage  rises  to  the  everted  reeded 
rim.  while  the  h>mbe  sides,  chased  with 
fruit,  flower  festoons  and  scrolls  somewhat 
reminiscent  of  the  work  of  the  van  Vianens. 
end  in  massive  and  beautifully  chased  lion 
mask  and  pendant  ring  handles.  There  are  no 
armorials  on  the  233-ounce  cistern,  but  one 
side  does  have  a  plainer  matted  area  perhaps 
originally  intended  for  them. 

This  was  the  period  of  some  of  Jenkins's  finest 
tankards.  One  of  1675  made  for  the  Borlase 
family  of  Cornwall,  with  recumbent  lion 
thumbpiece,  corded  bands  and  weighing  45 
ounces  was  considered  by  Commander  and 
Mrs.  How  to  be  one  of  the  finest  they  had  ever 
handled.  Not  all  were  of  the  same  style,  how- 
ever. An  attractive  tankard  of  1677  is  richly 
chased  around  the  base  and  on  the  cover  with 
lively  acanthus  foliage,  and  another  of  1679 
has  cut-cardwork  trefoils  around  the  base. 
Both  have  entwined  dolphin  billets. 

This  was  also  the  period  of  those  important, 
but  seldom  fully  marked,  cagework  cups,  with 
a  pierced  and  chased  silver  sleeve  so  effectively 
overlaying  a  plain  gilt  liner.  None  of  those 
bearing  Jenkins's  mark  is  hallmarked,  and  that 
of  about  1675/1680  from  the  Sebright 
Heirlooms,  bequeathed  to  the  British  Museum 
by  Sir  Wollaston  Franks,  is  even  more  tantalis- 
ing accompanied  by  a  similar,  but  unmarked, 
dish  (No.  9).  In  these  cagework  cups.  Jenkins 
often  incorporated  realistic  looking  birds 
among  the  pierced  and  chased  foliage  -  one 
example.  8  inches  high  and  weighing  some 

9.  Cagework  cup  and  cover,  c.  1  f>8o. 
Height:  7  inches.  The  Hritish  Museum. 
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of  Earl  Howe,  sold  at  Christie's  in  1953  (No. 
10).  They  had  apparently  once  belonged  to  the 
Rt.  Hon.  Joseph  Addison,  presumably  some 
time  atter  he  became  a  Member  of  Parliament 
in  1708.  Of  the  three  pairs,  only  the  bottle- 
shaped  vases  are  marked,  for  1682.  They  are 
,  less  weighty  than  the  massive  beakers  de- 
scribed above,  which  are  now  in  the  I  ntermyer 
Collection. 

In  much  the  same  style,  and  again  bearing 
only  the  maker's  mark  of  Thomas  Jenkins,  are 
two  io4  inch  bowls  at  Knole,  chased  with 
j  amorini  and  acanthus  foliage  and  engraved 
with  the  Arms  of  the  tilth  Earl  of  Dorset.  So  are  ;i 
magnificent  set  of  six  single-light  wall-sconces 
sold  from  the  late  Lord  Hylton's  collection  at 
Sotheby's  in  1972  (No.  13).  Superbly  chased 
fruit,  foliage  and  (lowers  on  a  matted  ground 
are  Hanked  by  reclining  amorini,  a  winged 
cherub  mask  being  placed  at  the  top.  in  the 
manner  of  Stuart  toilet  mirrors.  The  sockets  are 
especially  tine,  formed  as  Hat-chased  over- 
lapping leav  es,  on  fluted  and  matted  drip-pans 
supported  on  rams'  masks.  Each  sconce  is 
124  inches  high  and  the  six  weigh  some 
220  ounces.  They  are  fully  marked  for  1 687. 

Not  all  of  Jenkins's  work  during  the  1680s 
was  in  the  expansive  repousse  chased  manner. 
He  made  his  share  of  toilet  wares  (No.  1  1  I. 
porringers,  salvers  and  a  punch-bowl,  fashion- 
ably tlat-chased  with  chinoiseries,  between 
1  68  1  and  1  689.  The  earliest,  a  porringer  and 
cover  of  [681,  is  chased  with  conventionally 
exotic  birds,  trees  and  foliage,  and  has  a 
typically  Caroline  acanthus-bud  tinial.  It 
passed  from  the  Brooke-Popham  to  the 
Rothschild  Collection,  from  which  it  was  sold 
in  1  940.  Another,  almost  identical,  dates  from 
the  following  year,  when  Jenkins  also  made  five 
boxes  and  Masks  for  a  toilet  service  to  which 
other  pieces  en  suite  were  added  in  1  728  and 
1 724  by  Francis  Nelme.  Like  most  other 

1 1.  Toilet  Service.  1682.  Christie's. 


London  silversmiths.  Jenkins  sometimes  con 
tributed  one  or  two  pieces  to  a  large  service, 
such  as  a  pair  of  small  pomade  pots  in  1  (18  \  to 
the  chinoiserie  toilet  service  sold  by  Lord  Astor 
in  !<.)(■>  or  a  solitary  pincushion  of  1(181 
which  perhaps  belonged  to  one  or  other  of  the 
toilet  services  of  that  date. 

Some  of  Jenkins'  chinoiserie  pieces  were 
lighter  and  less  well-made  than  his  usual  work 

most  of  the  porringers,  for  instance,  weigh 
between  17  and  20  ounces,  though  one  tine 
large  example,  made  to  special  order  bearing 
only  his  maker's  mark,  weighs  5  }.6  ounces.  Of 
the  same  sturdy  quality  is  a  silver-gilt  footed 
salver  of  1  (182,  decorated  with  Chinese  figures, 
temples,  a  column  and  a  vase  of  flowers,  weighs 
$3.95  ounces  and  measures  12^  inches  in 
diameter.  It  was  formerly  in  the  collection  of 
H.R.H.  The  Duke  of  Cambridge.  Of  lesser  quality 
is  a  small  punch  bowl  of  168=5  with  notched 
rim  and  panels  decorated  with  chinoiseries  -  a 
rather  llimsy  bowl  weighing  only  22.5  ounces. 

Church  plate  was  obviously  essentially 
plainer  and  more  functional  than  the  silver 
intended  for  show  as  well  as  for  use  in  the 
home.  Jenkins  received  a  number  of  commis- 
sions for  altar  services  from  Gloucestershire  to 
Essex,  Northamptonshire  to  Sussex,  Worcester 
to  London.  Most  of  the  Communion  cups  and 
covers,  patens  and  alms  dishes  are  fully  mark- 
ed, but  an  ewer  with  the  Arms  of  Bishop 
Hough  of  Oxford,  now  at  St.  Andrew  and  All 
Saints.  Worcester  was  not.  With  fluted  body 
and  gadrooned  foot,  it  is  gilt  and  was  probably 
commissioned  at  the  time  of  the  Bishop's 
enthronement  in  1690. 

By  this  time.  Jenkins  had  shown  his  crafts- 
manship in  the  new  baroque  style  with  such 
important  pieces  as  the  helmet-shaped  ewer  of 
1686  and  its  companion  rosewater  dish  from 
the  family  collection  of  Lord  Bagot  sold  in  1967 
(No.  12).  It  was  originally  made  for  Thomas 


Samwell  and  his  wife  Anne,  who  were  married 
in  1 68  s  and  whose  arms  are  engraved  in  the 
centre  of  the  2  1 J  inch  dish,  and  then  presented 
to  his  sister  Frances  who  in  1697  married 
Edward  Bagot.  The  bold  gadrooned  rim  of  the 
dish  is  echoed  in  the  foot  of  the  ewer,  which  is 
decorated  with  pierced  foliate  cut-cardwork 
round  the  base,  and  has  a  beaded  harp-shaped 
handle  and  short  fluted  spout.  The  set  weighs 
157.7  ounces. 

In  the  same  year.  Jenkins  made  a  fine  pair  of 
column  candlesticks  on  stepped  square  bases. 
In  1688  he  returned  to  his  old  style  of  tankard 
for  a  heavy  example  weighing  47.65  ounces 
and  measuring  84  inches  high  to  the  top  of  the 
lion  couchant  thumbpiece.  Quite  plain  except 
for  the  arms  of  Williams  impaling  Tremayne,  it 
has  a  faintly  scratched  inscription  on  the  base 
recording  the  marriage  of  Win.  Williams  Esqre. 
and  Mary  Tremayne  in  1698.  Its  simplicity  is 
repeated  in  nearly  all  the  remaining  recorded 
work  by  Jenkins,  from  a  delightful  small  bowl 
of  1 69 1  weighing  9.2  ounces  though  only 
4t_  inches  in  diameter,  to  the  magnificent  and 
unparalleled  silver  warming-pan  of  1690 
made  for  Sarah  Jennings.  Duchess  of 
Marlborough,  now  in  the  collection  of  Earl 
Beauchamp.  The  cover  is  pierced  with  gradu- 
ated lunettes  between  twelve  lobed  ribs  radi- 
ating from  the  central  rosette  beneath  a  pro- 
tective crosspiece. 

Unhappily,  few  pieces  seem  to  have  survived 
from  the  1690s. There  is  a  large  standing  paten 
of  1692,  weighing  16.65  ounces  which  was 
disposed  of  by  St.  Mary's,  Rickmansworth  in 
1972.  A  typically  secular  piece,  with  a  heavy 
gadrooned  rim  and  engraved  armorials,  it  was 
given  in  1 694,  as  a  flowery  inscription  records, 
to  the  Church  by  'Ye  Truely  Honble.  &  Religious 
Lady,  My  Lady  Ann  Francklin'.  A  fine  baroque 
ewer,  1 1^  inches  high  and  weighing  no  less 
than  79  ounces,  is  at  Knole.  and  was  possibly 
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part  of  the  jewel  House  plate,  for  it  bears  the 
later  Arms  of  George  in.  On  swirl-fluted  foot 
and  with  harp-shaped  handle,  the  lower  part  of 
the  body  is  similarly  fluted  below  two  moulded 
bands,  while  the  low  domed  cover  with  a  dalyx 
of  fluting  rises  to  a  flower  finial.  Swirl-fluted 
panels  below  lightly  chased  foliate  motifs  are 
the  only  decoration  on  a  punch  bowl  of  1693. 
The  years  1695  and  1696  appear  to  be  un- 
represented. 

The  first  year  of  the  higher  Britannia  stan- 
dard includes  a  capstan-footed  salver  with  a 
raised  cable  border.  19.45  ounces,  and  there  is 
a  small  conical  beaker,  the  lower  part  swirl- 
fluted,  in  the  Assheton-Bennett  collection  at 
Manchester  Art  Gallery.  Four  candlesticks,  and 
the  covered  jug  made  to  match  that  of  1685, 
which  provided  the  essential  clue  to  Jenkins's 
identity,  date  from  1698.  It  is  extremely  in- 
teresting to  compare  the  detail  of  the  two  jugs, 
and  the  inevitable  minor  discrepancies  in 
copying  one  piece  from  another.  The  earlier 
jug,  on  the  left  of  the  photograph,  has  slightly 
crisper  and  more  confident  chased  detail,  and 
the  rather  squatter  foliage  has  been  in- 
finitesimally  elongated  in  the  later  jug.  Their 
large  size,  14  inches  high,  weight  of  186 
ounces  the  pair,  and,  above  all.  their  superbly 
chased  ornament  and  winged  figure  thumb- 
piece  make  them  outstanding  examples  among 
all  the  tine  silver  that  bears  Jenkins's  mark. 

Two  Jenkins  pieces  are  known  for  1699:  the 
great  silver-gilt  mace  of  Beverley,  Yorkshire, 
which  is  35  inches  long  and  bears  the  badge  of 
William  in.  It  was  apparently  made  to  replace 
the  old  and  much  restored  mace  altered  by  one 
'Mr.  Robinson'  in  1649/50  at  the  cost  of  28s. 
bd.  The  second  is  a  pair  of  fluted  column 
candlesticks  now  at  Colonial  Williamsburg. 
The  goldsmith's  new  century's  work  includes  a 
large  and  imposing  monteith  in  the  latest 
straight-fluted  style,  with  a  detachable  scal- 
loped rim  with  fine  cherub-mask  and  scroll 
mounts,  and.  as  we  have  learned  to  expect  from 
Jenkins,  exceptionally  fine  lion  mask  handles, 
the  drop  rings  chased  with  vines  and  grapes. 
With  a  diameter  of  15  inches  and  weighing 
131  ounces  it  was  the  last  of  Jenkins's  great 
pieces.  For  the  rest,  there  is  a  Communion 
service  of  1700  at  St.  Mary's.  Great  Warley, 
Essex,  one  or  two  footed  salvers  ascribed  to 
1703  or  1705,  and  the  Withers  candlesticks 
belonging  to  the  Fishmongers'  Company. 
Within  a  few  months,  Jenkins  was  dead. 

Jenkins's  surviving  attributable  works  -  and 
there  may  well  have  been  others  made  on 
commission  that  bear  no  mark  at  all  and 
which,  without  documentary  evidence  cannot 
be  identified  as  his  -  prove  that  he  was  as- 
suredly among  the  leading  silversmiths  of 
London  throughout  his  long  working  life,  and 
worthy  of  a  respected  place  in  the  list  of 
Britain's  finest  craftsmen. 
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III  Recorded  silver  by  Thomas  Jenkins 

Abbreviations:  'C  Christie's  Sale;  'S.'  Sotheby's  Sale;  P.B.'  Parke-Bernet  Sale; '].'  Sir  Charles 
Jackson,  English  Goldsmiths  and  their  Marks';  Q.C  Loan  Exhibition  lor  Queen  Charlotte's 
Hospital  1929;  'P.L.'  Loan  Exhibition,  25  Park  Lane  1929;  'B.F.A.C  Burlington  Fine  Arts  Club 
Exhibition  1901;  'L.C  Livery  Companies  Exhibition,  Victoria  and  Albert  Museum  1927;  'J.  &  H.' 
Jewitt  and  Hope,  Corporation  Plate  of  England  and  Wales'.  'CP.'  followed  by  County. 
Church  Plate  of  county  named.  Other  references  self-evident. 


DATE 

OBJECT 

OWNER  AT  DATE  RECORDED 

REFERENCE 

1668 

Peg  Tankard 

J.  A.  Holms 

'J.',  p.  130,  line  16 

Anonymous 

'C,  17. 12. 1930,  Iot47 

W.  R.  Hearst 

'C,  17.11.1937,  lot  44 

1669 

The  Kyrle  Tankard 

Balliol  College 

Moffat,  'Old  Oxford  Plate',  pi.  v 

1669 

Peg  Tankard 

Sir  Percy  Grey  Egerton 

Festival  Exhib.  Chester  195 1.,  no.  61 

I  669 

Pair  of  Maces 

Nottingham  Corporation 

'J.  &  H.',  Vol.  11,  p.236 

I670 

Tankard 

Duke  of  Northumberland 

'Q.C,  no.  273 

I67O 

Pair  of  Flagons 

Haberdashers'  Company 

'L.C,  no.  187 

1(170 

Vase  and  Cover 

Lady  Louis  Mountbatten 

'P.L.',  no.  232  (previously  'C,  23.7.1919 

c.  1670 

Pair  of  Beaker  Vases 

Earl  of  Home 

'C,  17.6. 1919,  lot  28 

Earl  of  Harewood 

'C,  30.6.1965,  lot  113 

Untermyer  Collection 

Untermyer  Cat.,  pi.  58 

C.  lb  JO 

Spout  Cup 

Anonymous 

'C,  4.7.1962,  lot  162 

1671 

Salver 

Ashmolean  Museum 

A.T.  Carter  Bequest 

1671 

Tankard 

W.  R.  Hearst 

'P.B.',  7.1. 1939,  lot  304; 

'C.\  27.6.1973,  lot  23 

1671 

Pair  of  Tankards 

Sir  John  Foley-Grey 

'C,  20.4. 1921,  lot  49 

1671 

Tankard 

Simon  Kaye  Limited 

The  Connoisseur,  advert.,  June  1976 

1671 

Pepys  Porringer 

Mrs.  Cockerell 

St.  James's  Court 

 1  _ 

and  cover 

Now  English  Private 

Exhib.  1902.,  pi.  lxix 

Collection. 

(wrongly  dated  1661) 

1672 

Porringer  and  cover 

Reginald  Astley 

'C.\  10.4.1929,  lot  94 

Untermyer  Collection 

Untermyer  Cat.,  pi.  52 

1672 

Tankard 

ft  1  1                 '  /~y  _  _     

Haberdashers  Company 

'L.C.\  no.  188 

1072 

Pair  01  Candlesticks 

Strensham  Church 

'CP/,  Worcestershire 

Worcestershire 

no.  30 

\b72 

Covered  Bowl 

Museum  Fine  Arts 

F.B.  Beamis  Bequest 
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Silver  and  Gold',  pi.  73 

English  Silver  Exhib.,  loronto,  1958  D. 28 

T  f,  7A 

1 0  70 

Part  of  Toilet  Service 

Earl  of  Malmesbury 

O-l-.  ,  no.  289 

1677 

Wine  Cistern 

Duke  of  Buckingham 

'C,  7.9.1848,  lot  604; 

Anonymous 

'C,  5.3.1919.  lot  146; 

ditto 

'C,  26.7.1926,  lot  91; 

ditto 

'C,  20.5.1936,  lot  96; 

— Wyndham 

'S.',  9.5.1957,  lot  147 

Now  Victoria  and  Albert  Museum 

1677 

Tankard 

Anonymous 

'C,  25.6.1919,  lot  129 

W.  B.  Gair 

'C,  23.9.1942,  lot  149 

Anonymous 

-S.'.  14.12.1961,  lot  153 

Asprey  &  Company 

Country  Life,  advert.,  14.6. 1962 

Anonymous 

'S.',  20.2.1975 

1677 

Casket 

Marquess  of  Crewe 

'Q.C,  no.  291 

1678 

Flagon 

Sir.  L.  Faudel-Phillips 

'C,  13.6.1941,  lot  207 

1679 

Paten 

Titchfield  Church 

'CP.',  Hampshire,  p.  73 
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MAS  JENKINS  UNVEILED 


DATE  OBJECT 

1679  Tankard 

1680  Covered  Cup 
c.1680  Pair  of  Beakers 

c.  1680  Pair  of  Bowls 

c.  1680  Communion  Cup 

c.  1680  Bowl  and  cover 

c.  1680  Ewer 

c.  1680  Cagework  Cup 
and  cover 

c.  1680  ditto 
c.  1680  ditto 


c.  1680  ditto 

c.  1680  Two-handled  Bowl 

1 68 1  Toilet  Service 

1 68 1  Pincushion 

1 68 1  Tankard 

1 68 1  Porringer  and  cover 

1 68 1  Porringer  and  cover 

1 68 1  Chinoiserie  Porringer 
and  cover 


168 1     Pair  of  Beakers  Vases 


OWNER  AT  DATE  RECORDED 

H.R,  Milner 

Sir  Bourchier  Wray 

Lord  Sackville 

ditto 

Benacre  Church,  Suffolk 

Major  G.  C.  Tryon 
St.  Andrew's  Church 
Worcester 

Goldsmiths'  Company 

Anonymous 

J.  W.  Spread 

Baron  Schroder 

Viscount  Gort 

Sebright  Heirlooms 

British  Museum 

Victoria  and  Albert  Museum 

Anonymous 

Anonymous 

— Maddison 

Liskeard  Corporation 


Anonymous 

Francis  Popham  deed. 
Leopold  de  Rothschild 

Anthony  de  Rothschild  deed. 
Duke  of  Rutland 


1 68 1  Tankard 

1  (182     Chinoiserie  Salver 


1682  Pair  of  Vases 

c.  1682  Pair  of  Bottles 

c.  1682  Pair  of  Vases 

1682  Toilet  Service 


1682     Chinoiserie  Porringer 
and  cover 

1682  Porringer  and  cover 

1683  Dish 

(probably  salver  top) 
1683  Tankard 
1(183     Communion  Cup 

and  Paten 

1683  Paten 

c.  1683     Pairof  Pomade  Pots 
(part  of  Chinoiserie 
toilet  service) 

1 684  Almsdish  and  two 
Patens 

1684     Tumbler  Cup 


1685     Communion  Cup 
and  Paten 


Lt.  Col.  F.  Lrrington 
Duke  of  Cambridge  deed. 
George  Dunn  deed. 
Untermyer  Collection 
Earl  Howe 

ditto 

ditto 
Major  D.  Astley 

ditto 
Mr.  Adamson 

Now  American  private  collection 

Sir  Arthur  Evans 

Anonymous 

Earl  Howe 

Anonymous 

C.  E.  Leeds 

Friston.  Sussex 

Berwick  Chapel 

Shropshire 

Lord  Astor  of  Hever 


St.  Lawrence  Jewry 
London. 

Anonymous 
Arthur  Bateman  deed. 
Sir  E.  Marshall  Hall  deed. 
Dumbleton.  Gloucs. 


REFERENCE 

'£',  20.4.1966.  lot  24 

'J.',  p.  1 39.  line  6 

Jackson.  'Hist.  Eng.  Plate'. 

p.  686:  'P.L.'.  no.  740 

Nat.  Trust  Exhib.  Christie's.  1958.  no.  148 

Suff.  Arch  Soe. 

Vol.  liv.  p.  257 

C.  27.7.1932.  lot  81 

'CP.'.  Worcestershire. 

no.  770 

Carrington  and  Hughes. 
'Plate  of  Goldsmiths'  Company',  pi'  41: 
L.C  no.  109;  City  Plate  Exhib.  1951.  no.  163 
'C  23. 1. 1953.  lot  171 
'C.\  27.4.1898.  lot  12: 
'C.\  15. 7.1940: 
Bowes  Museum 
'C.\  5.5.1887.  lot  98: 
Franks  Bequest 

'C.\  1 5.6.1938,  lot  73 

'S.',  8.4.1948.  lot  140 

S.'.  28.4.1949.  lot  148 

J.  &  H.'.  Vol.  1.  p.  88: 

Municipal  Plate  Exhib.. 

Goldsmiths'  Hall.  1952.  no.  78 

C,  1 9.2. 1 905,  lot  92: 

'C.\  26.5. 1 905,  lot  67 

C.  10. 5. 1905,  lot  2  1 

E.  A.  Jones.  'Cat.  of 

Plate  ofL.  deR.'.  plate  vi 

'£',  23.10.1940.  lot  92 

St.  James's  Court  Loan 

Exhib..  1902.  v.  5-6: 

'Q.C,  no.  326  'P.L.'.  no.  695-6 

C.  12.5.1919.  lot  76 

'C.\  6.6.1904,  lot  95 

C.  18.6.1912.  lot  338 

Tlw  Connoisseur.  June  1972 

'C.',  1. 7.1953.  lot  133 

ditto,  lot  1  ^4 

ditto,  lot  1  J5 

Daily  Telegraph 

Art  Treasures  Exhib.,  1928,  no.  s.  24: 
C.'.  [6.3.1949,  lot  1  34 
•B.F.A.C.  no.  1  37 

'C.  30.9.1941.  lot  49: 
'C,  25.6.1969,  lot  139 
'£',  15.5.1963,  lot  49 
'S.'.  17.6.1971,  lot  1  51 
S.'.  8.7.1965.  lot  68 
CP.'.  Sussex,  p.  164 

'CP.',  of  Salop  no.  121 

C.  15. 5. 1963.  lot  108 

'J.',  p.  142.  line  8: 
'CP.',  of  City  of 
London,  p.  128 
'C,  8.6.1900.  lot  49 

C.  3.4.1903,  lot  42 

C.  28.5.1907.  lot  62 
'J.',  p..  142.  line  8 

CP.',  of  Gloucs..  p.  73 
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THOMAS  JENKINS  UNVEILED 


3ATE 

OBJECT 

OWNER  AT  DATE  RECORDED 

REFERENl 1 

1685 

Salver 

E.  Stone 

Chaffers,  Gilda  Aurifabrorum', 

p.  126 

1685 

Chinoiserie  Porringer 

Anonymous 

Nat.  Trust  Exhib.  York.  1 969,  no.  10 

1685 

Monteith 

Cdr.  G.  How 

How.'.  Notes  1946/7,  p.  20 

1685 

Covered  Jug 

Hon.  Mrs.  Wilson-Filmer 

'C.\  13. 7. 1926,  lot  111: 

(with  copy  1698) 

'Q.C,  no.  401; 

Hon.  Lady  Baillie 

S.',  20.2. 1975,  lot  178 

(1685)  Mace  (inscribed  date) 

Wilton  Corporation 

J&H.'.Vol.  11,  p.  428 

•.  l68-> 

Chinoiserie  Porringer 

Anonymous 

'€.',  14.12.1962,  lot  101 

and  cover 

Untermyer  Collection. 

I  000 

^nmmi  tninn  (  1  1  n 
L  t  H  1 1 1 1 1  U  1  1  11  U  1  V. 

Shcrmanbury,  Sussex 

CP.'.  Sussex,  p.  144 

on/1  Pitpn 
.11  HI  1  .lull 

t  AVA 
I  OOO 

I7n't-»f  'lii/i  1  lie ii 

Lord  Bagot 

S.',  18. 5. 1967.  lot  167; 

Palladio  Stiftung 

'C,  25.6.1975,  lot  119 

¥  AWA 

I  ofSo 

D  0 1 1*  /a!  t   •!  11  /1  1  ti C f  i  /* L"  c 

Anonymous 

'C,  20.1 1. 1968,  lot  92 

»  L.  O  A 

Pair  oi  horseshoe-shaped 

Duke  of  Buccleuch 

E.  A.  Jones,  'Old  Silver  of  the  Duke  of  Bi 

tiredogs 

(unidentified  journal) 

1  AVi  - 
I  D  0  / 

J>1\  JlLl'IlCO 

Lord  Hylton 

S.',  20.4.1972,  lot  100 

T  A  V  C 

r  late 

Wappenham,  Northants 

'CP.',  of  Northants,  p.  296 

1  AUK 

Ta  11 L'  a  ril 
1  11 1 1  r\ til  u 

Anonymous 

C.  28.3.1892,  lot  65; 

Thomas  Taylor  deed. 

•C,  28.6.1938,  lot  97; 

Anonymous 

'S.'.  23.7.1970,  lot  162 

i  A  V 1  \ 

1 

Salver 

Anonymous 

'C,  31.1.1945,  lot  76; 

ditto,  probubhi  sums 

'S.',  8.3.1956,  lot  149; 

'S.'.  26.4.1956,  lot  64; 

S.',  24.10.1957,  lot  133 

I  AUci 

lnolJ 

r  dlcll 

Church  Kelloe. 

Arch.  Aeliana,  Vol.  xvi, 

Co.  Durham 

p.  264 

1  0  0  ^ 

(  nmftiQOmo  P/irrinoi^r 

V,  I  III  ILIljt  1  It  l  Ul  I  Hj£,CI 

S.',  2.7.1970,  lot  240 

clllU  LUVCI 

I  o^O 

War m i  n  0  nan 
11  (1 1  I  1  !  1 1  1 1^  J  1 1 1 1  I 

Earl  Beauchamp 

Q.C.',  no.  394 

'P.L.'.no.  287 

I69I 

Two-handled  Bowl 

Anonymous 

C.',  2.7.1903,  lot  136 

E.  A.  Thorburn  deed. 

'C,  16.2.1916, , ,  lot  37 

Sir  Andrew  Noble  Bt. 

'C.\  28.3.1962,  lot  1 1 1 

I  o*-)  I 

odsin 

Towcester 

'CP.'  of  Northants,  p.  296 

1691 

Anonymous 

C.  1 1.6. 1903,  lot  60 

1 692 

Paten 

St.  Mary's 

C,  15. 3. 1972,  lot  109 

Rickmansworth 

1 092 

1  dllKdrU 

Anonymous 

'C.\  10. 12. 1908,  lot  91 

i  An  ? 

io93 

Anonymous 

S.',  15.6.1961.  lot  145 

1694 

Ewer 

Lord  Sackville 

Hayward,  Huguenot  Silver',  pi.  130A 

1694 

Salver 

Anonymous 

'C,  6. 12. 1899,  lot  139 

t  A  ( 1  — 

1095 

Nothing  recorded 

1090 

1697 

Beaker 

Assheton-Bennett  Collection 

Manchester  City  Art  Gallery 

1697 

Salver 

Anonymous 

'S.'.  17.11.1960.  lot  159 

1 090 

Covered  jug 

as  above  for  original 

of  1685 

TfiQX 

rom  v^.diiuie»LiLK> 

Messrs  W.  H.  Willson 

b.a.d.a.  Art  Treasures 

Exhib.,  1932 

1699 

Mace 

Beverley,  Yorks 

'J.  &  H.',  Vol.  11.  p.  499 

(date-letter  then  misread  as  1713) 

1699 

Pair  of  Candlesticks 

Colonial  Williamsburg 

1700 

Monteith 

SirF.  P.  Hollins 

'C\  8.7.1959,  lot  1  $3 

1700 

Communion  Cup  and  cover 

Great  Warley, 

'J.',  p.  156 

and  standing  Paten 

Essex 

'CP.' of  Essex,  p.  68 

1 701 

Nothing  recorded 

1702 

1703 

The  Withers  Candlesticks* 

Fishmongers'  Company 

1703 

Salver 

H.  D.  Ellis 

'J.',  p.  159 

1705 

Salver 

S.',  24.3.1960.  lot  28 

(possibly  identical  with 

the  above,  one  or  the  other 

date-letter  misread) 

*Bearing  variant  of  Jenkin's  Britannia  Standard  mark  as 
'ie'  between  the  customary  escallops 
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Colour. 

Bacchanalian'  or  Bacchus*  vase  by  Boulton  and  Fothergill 
white  marble  and  ormolu.  Height:  40.5  cm. 
His  Grace  the  Duke  (^Northumberland,  Syon  Park. 


Nicholas  Goodison 


Matthew  Boulton's  Bacchanalian  Vase 


Before  Matthew  Boulton  became  the  promoter  of  James  Watt's  steam  engine  and  so  founded  the 
business  for  which  he  is  chiefly  known,  he  was  already  established  as  one  of  the  leading  English 
manufacturers  of  his  day.  His  friend  Josiah  Wedgwood  called  him  in  1767  'the  most  complete 
manufacturer  in  England  in  metal'. 1  Boulton's  reputation  as  a  manufacturer  was  based  on  his  father's 
button-making  business  which  he  extended  into  the  production  of  a  multitude  of  metal  objects, 
trinkets  and  'toys'.  The  factory  which  he  and  his  mercantile  partner  John  Fothergill  built 
at  Soho,  near  Birmingham,  became  one  of  the  wonders  of  the  industrial  world,  a  necessary  stopping- 
place  on  the  sight-seeing  tours  of  aristocratic  travellers  from  England  and  overseas. 


r  4  TtDGWOOD  was  worried  about  Boulton's  aggressive 
VV  competition  in  the  vase  trade.  He  need  not  have 
worried  unduly,  because  Boulton's  manufacture  of  ormolu- 
mounted  vases  was  never  a  commercial  success  and  his 
huge  production  of  silver  and  plate  was  hardly  in  direct 
competition  with  the  products  of  Etruria.  In  1 769  however 
Boulton's  determination  to  exploit  the  mania  for  vases, 
allied  to  his  obvious  energy  and  application,  must  have 
looked  threatening  indeed  to  his  friend. 

Although  Boulton's  attempt  to  establish  the  manufacture 
of  ormolu  ornaments  as  an  industrial  business  eventually 
failed,  it  deserves  a  chapter  in  the  history  of  English 
decorative  arts.2  He  was  not  unusual  in  his  methods  of 
designing  his  ornaments.  He  was  entirely  eclectic. 
Recognising  the  craze  for  the  antique  which  was  affecting 
the  English  and  European  aristocracies  at  the  time,  he  took 
care  to  borrow  freely  from  the  classical  repertoire  of 
ornaments.  He  explained  his  policy  in  a  letter  which  he 
wrote  to  his  friend  and  patroness  Mrs.  Montagu  in  1 772: 

Fashion  hath  much  to  do  in  these  things,  and  as  that  of  the 
present  age  distinguishes  itself  by  adopting  the  most  elegant 
ornaments  of  the  most  refined  Grecian  artists.  I  am  satisfyed  in 
conforming  thereto,  and  humbly  copying  their  style,  and 
makeing  new  combinations  of  old  ornaments  without  presum- 
ing to  invent  new  ones. ! 

This  making  of 'new  combinations  of  old  ornaments'  was  in 
keeping  with  the  methods  of  other  manufacturers  who  were 
furthering  and  profiting  from  the  fashion  for  the  antique 
taste.  Quotation  from  the  most  admired  sources  was  highly 
esteemed,  and  the  elegant  combination  of  ornaments  from 
antique  models  was  regarded  as  the  acme  of  artistic 
achievement.  To  this  eclectic  approach  Boulton  added  a 
belief  in  simplicity,  reacting  against  the  designs  of  the 
French  silversmiths  with  a  typically  English  dislike  of 
elaborate  ornamentation.  He  wrote  to  the  Earl  of  Findlater 
on  one  occasion  that  whatever  the  taste  of  his  employers: 

whether  it  be  French,  Roman,  Athenian.  Egyptian,  Arabesk, 
Etruscan  or  any  other .  .  .  I  would  have  elegant  simplicity  the 
leading  principal,  whereas  in  my  opinion  such  of  the  orfevre  of 
the  French  as  I  have  generally  seen  is  trop  charge  * 

Boulton's  approach  to  design  led  him  sometimes  to  put 
strange  combinations  of  ornament  together.  He  was  not, 
however,  alone  in  this  among  the  manufacturers  of  his  day. 
And  like  Wedgwood,  who  was  sometimes  led  into  similar 
twisted  by-  ways,  he  achieved  a  considerable  success  among 
aristocratic  society.  The  reputation  which  he  thus  estab- 
lished in  marketing  his  manufacture  of  ormolu  ornaments 
helped  him  to  create  his  later  commercial  successes  and 


2.  Sketch  of 
'Bacchanalian'  vase 
by  Boulton  and  Fothergill. 


notably  his  trade  in  steam  engines. 

The  white  marble  vase  (colour),  is  another  example  of 
Boulton's  derivative  methods  of  design.  It  is  mounted  as  a 
perfume  burner  with  ormolu  ornaments.  There  is  no 
documentary  evidence  for  the  manufacture  of  this  vase  at 
Boulton  and  Fothergill's  Soho  Manufactory,  but  there  is  no 
doubt  about  its  origins.  Nor  is  there  any  record  of  its 
subsequent  sale  to  the  Duke  of  Northumberland.  The  Duke 
was  one  of  those  members  of  the  aristocracy  whose  pat- 
ronage and  encouragement  Boulton  wanted  to  ensure 
when  he  was  trying  to  develop  the  ormolu  business.  He  went 
to  see  the  Duke  and  Duchess  at  Northumberland  House  'by 
their  appointment'  during  his  visit  to  London  early  in  1 770 
and  showed  them  examples  of  his  vases. s  Two  years  later  the 
Duke  bought  a  'tripod' ,  a  perfume  burner,  a  pair  of  vases  and 
a  'wing-figured'  vase.6  The  perfume  burner  may  have  been 
the  vase  illustrated  here,  but  on  balance  I  am  inclined  to 
think  it  was  made  a  few  years  later  and  that  the  record  of  its 
sale  to  the  Duke  of  Northumberland  has  not  survived. 

This  type  of  vase  was  known  at  Soho  as  a  'Bacchanalian' 
or  'Bacchus'  vase.  There  is  no  mention  of  a  vase  of  this 
pattern  in  the  contemporary  records  of  the  business  before 
1782,  but  two  examples  were  included  in  Boulton  and 
Fothergill's  unsuccessful  sale  of  ormolu  ornaments  at 
Christie's  in  May  1 778.  The  first  was  catalogued  as: 

An  elegant  vase  in  statuary  marble  and  or  moulu  after  the 
antique,  on  which  is  a  bas  relief  representing  Mercury 
delivering  the  infant  Bacchus  to  the  care  of  Ino.  This  piece 
turns  round  upon  a  swivel  for  the  conveniency  of  viewing  the 
bas  relief,  and  is  perforated  and  lined  for  essences.7 

Both  vases  were  reserved  at  £14  6s.  od.  Neither  was  sold. 
One  of  them  may  have  been  the  'Bacchanalian  vase,  broken 
marble'  recorded  in  the  inventory  of  the  tools,  stock  and 
work-in-progress  of  the  Soho  Manufactory,  which  was 
compiled  on  John  Fothergill's  death  in  1782,8  or  the 
'ormoulu  Bacchanalian  vase'  which  was  sold  to  Lord 
Stormont  in  1 783  for  £16  16s.  od.9  There  does  not  appear  to 
be  any  other  trace  of  a  Bacchanalian  vase  in  the  archives  of 
Boulton's  business.  If  the  pattern  had  been  one  of  the  stock 
patterns  at  the  beginning  of  the  1770s,  when  the  ormolu 
trade  was  much  more  active,  some  reference  to  it  would 
have  surely  survived. 

The  vase  (colour)  differs  from  the  two  vases  in  the  1 778 
sale  in  not  being  (or  no  longer  being)  mounted  on  a  swivel 
device.  It  also  differs  from  a  sketch  which  survives  among 
the  patterns  in  the  Boulton  and  Fothergill  archives  (No.  2)10 
in  that,  unlike  the  vase  in  the  sketch,  it  is  fitted  with  a  lid 
which  is  pierced  to  allow  the  emission  of  the  perfume.  The 
existence  of  this  sketch  suggests  that  other  vases  of  this  type 
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w  boulton's  bacchanalian  vase 


'Bacchanalian'  vase,  detail  of  colour. 


MATTHEW  BOULTON'S  BACCHANALIAN  VASE 


4.  Bacchanalian'  vase,  detail  of  colour. 


may  have  been  made,  or  at  least  planned,  as  ornaments  only 
and  not  as  perfume  burners. 

The  construction  of  the  vase,  with  its  gilt  copper  lining 
inside  and  its  carefully  fitted  and  richly  gilt  ormolu  mounts, 
is  typical  of  the  work  of  the  Soho  Manufactory.  The  separate 
pieces  which  make  up  the  base  and  the  lid  are  like  trade 
marks  of  Boulton's  work  both  in  the  manner  in  which  they 
are  made  and  in  the  way  in  which  they  are  fitted  together. 
The  overall  design  however  is  unusual  both  in  its  shape  and 
in  the  application  of  a  pictorial  frieze.  Boulton  was  always 
eager  to  make  some  classical  allusion  in  his  designs  if  he 
could,  but  I  know  of  no  other  vase  design  in  which  he 
incorporated  a  complete  frieze  of  this  sort.  He  obviously 
borrowed  the  design  from  a  Classical  model  somewhere 
without  presuming  to  invent'  anything  new,  and  the 
question  is  where? 

The  answer  indirectly  lies  in  the  so-called  'Gaeta'  vase  by 
the  Athenian  sculptor  Salpion  which  has  survived  in  the 
National  Museum  in  Naples.11  Until  1805  this  vase  was 
used  as  a  font  in  the  cathedral  at  Gaeta,  an  appropriate  use  if 
one  can  be  broad-minded  about  the  different  mythology, 
since  the  frieze  depicts  Hermes  (Mercury)  delivering  the 
infant  Dionysus  ( Bacchus )  into  the  care  of  Ino  after  his  birth 
from  Zeus'  thigh.  Although  this  vase  is  clearly  the  original 
source  of  Boulton's  design  Boulton's  frieze  is  not  a  precise 
copy  of  Salpion's.  Boulton  has  inserted,  between  Ino  and  the 
maenad  with  the  thyrus  who  stands  behind  her  in  Salpion's 
frieze,  a  youth  blowing  a  horn  (No.  3):  and,  on  the  other  side 
of  the  base,  has  replaced  Salpion's  figures  of  a  dancing  and 
tambourine-playing  maenad  and  a  youth  with  a  more 
statuesque  tigure  reaching  out  with  her  right  arm  and  a 
youth  carrying  a  vase  (Nos.  4  and  5).  He  has  also  inserted 


5.  Bacchanalian'  vase,  detail  of  colour. 


two  vine  stems  (Nos.  4  and  5)  from  which  the  overhead  vine 
branches  and  grapes,  which  appear  in  Salpion's  frieze, 
grow.  Apart  from  these  and  other  minor  differences  the 
shape  of  Boulton's  vase  is  different.  It  is  less  thickly  set,  its  lip 
is  more  pronounced,  the  lower  part  of  the  body  is  less 
bulbous,  and  a  slender  stem  and  base  have  been  added. 

It  is  very  unlikely  that  Boulton  knew  that  the  original 
source  of  his  design  was  Salpion's  'Gaeta'  vase.  Most  of  his 
ornaments  were  derived  from  the  standard  classical  reper- 
toire of  his  day.  and  many  were  copied  either  from  models 
supplied  by  architects,  notably  William  Chambers,  bor- 
rowed from  the  owners  of  works  of  art  or  bought  from  the 
plaster  shops. 12  He  was  a  voracious  collector  of  models.  His 
correspondence  is  full  of  requests  to  friends,  associates  and 
agents  in  England  and  Europe  for  the  loan  or  drawings  of 
suitable  ornaments  which  he  could  use.  I  do  not  know 
where  he  acquired  his  frieze  of  Ino  and  Bacchus.  It  may  have 
been  sent  to  him  by  P.  J.  Wendler,  who  sent  many  objects 
and  designs  from  Italy  in  1 767  and  was  still  corresponding 
with  him  in  1 776. 1 3  He  may  have  bought  a  plaster  model  of 
a  vase  from  John  Flaxman,  from  whom  he  purchased  other 
models,  or  from  one  of  the  other  plaster  shops  in  London.  He 
could  have  borrowed  a  vase  from  the  collection  of  one  of  his 
aristocratic  patrons.  He  may  have  received  a  drawing  of  a 
vase  or  bought  one  from  the  stock  of  one  of  the  metal- 
workers in  London. 

Any  one  of  these  sources  is  likely  but  the  link  with  Salpion 
is  probably  through  Zoffoli,  a  name  which  unfortunately 
does  not  appear  in  Boulton's  notes  or  letters.  Giacomo  and 
Giovanni  Zoffoli  produced  in  their  studio  in  Rome  many 
bronze  statuettes  and  vases  based  on  antique  marbles  for  the 
benefit  of  tourists  and  collectors.  Giacomo,  who  was  born  in 


185 


MATTHEW  BOULTON'S  BACCHANALIAN  VASE 


6.  'Gaeta'  vase,  bronze,  inscribed  'Q.  ZoffoliF.  Height: 


Zollection.  University  of  Edinburgh. 


about  1 731  and  died  in  1  785.  appears  to  have  been  active 
as  a  silversmith  and  bronze-worker  from  the  late  1750s.14 
Giovanni,  who  was  about  fourteen  years  younger  and  was 
probably  either  his  brother  or  nephew,  took  over  the  studio 
in  Giacomo*s  house  in  1787  and  died  in  1805. 

The  vase  illustrated  in  No.  6. which  is  signed  'G.  Zoffoli  F. '. 
is  strikingly  similar  to  Boulton's  version  of  Salpion's  vase. 
It  has  the  same  slim  shape,  pronounced  lip.  and  slender 
support  and  base.  It  uses  in  the  frieze  furthermore  the  same 
substitute  figures  (c/Nos.  3  and  6.  Nos.  4  and  5)  and  the 


same  upright  vine  stems.  The  only  substantial  difference, 
leaving  aside  the  relatively  inferior  chasing  of  Boulton's 
ornaments,  the  decorative  treatment  of  the  stem  and  the 
pierced  lid  needed  to  make  Boulton's  vase  into  a  perfume 
burner,  is  the  addition  to  Zoffoli's  vase  of  two  handles. 1S 

The  similarities  between  the  two  designs  are  very  close. 
Boulton  must  either  have  copied  his  vase  from  a  vase  by 
Giacomo  Zoffoli  or  have  used  a  common  source.  The  former 
seems  more  likely  in  view-of  the  similar  slender  shape  of  the 
two  vases.  Unfortunately  however  no  contemporary  record 
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7.  Sketch  of  vases  by  C.  H.  Tatham.  Rome.  July  1 795.  Victoria  and  Albert  Museum.  London. 


of  Zoffolis  products  as  early  as  the  1770s  appears  to 
survive. 1  b  The  only  reference  so  far  discovered  to  the  Zoffolis' 
copy  of  Salpion's  vase  is  in  a  catalogue  of  the  works  offered 
for  sale  by  Giovanni  Zoffoli  in  about  1 795.  In  this  catalogue 
it  is  listed  as  'Vaso  di  Gaeta'.  The  catalogue  was  sent  in 
February  1795  to  the  architect  Henry  Holland  by  Charles 
Heathcote  Tatham.  whom  Holland  had  sent  to  Rome  to 
study  architecture  and  to  acquire  works  of  art.17  In  July  of 
the  same  year  Tatham  sent  a  drawing  of  a  garniture  de 
cheminee  of  five  vases  (No.  7)  of  which  Zoffolfs  'Gaeta'  vase 
was  the  centrepiece.  Tatham  described  it  as  'a  very  beautiful 
bronze  vase,  copied  from  the  best  antique  and  of  the  best 
workmanship'.18 


It  is  likely  then  that  Boulton  derived  his  design  from  a  vase 
by  Giacomo  Zoffoli.  But  whether  he  did  or  whether  he  and 
Zoffoli  both  derived  their  designs  from  a  common  source 
does  not  really  matter.  Whichever  proves  to  be  the  source, 
here  is  another  example  of  Boulton's  eclectic  methods  of 
design.  'There  can  be  no  doubt',  wrote  Sir  Joshua  Reynolds 
in  1774.  'that  he  who  has  the  most  materials  has  the 
greatest  means  of  invention'.19  Boulton  was  an  'inventor'  in 
this  eighteenth-century  sense  and  saw  no  particular  virtue 
in  originality.  Indeed  his  commercial  sense  told  him  that 
originality,  at  the  height  of  the  fashion  for  the  antique  taste, 
would  not  have  attracted  his  customers. 
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NOTES 

1.  J.  Wedgwood  to  T.  Bentley.  23  May  1767.  A.  Finer  and  G.  Savage. 
Selected  Letters  of  Josiah  Wedgwood'  ( 1965I  p.  53. 

2.  Nicholas  Goodison.  Ormolu:  the  Work  of  Matthew  Boulton',  London. 
1974- 

3.  Matthew  Boulton  to  Mrs.  E.  Montagu.  16  January  1772.  All  the 
documents  quoted  in  this  article  are  now  among  the  Boulton  archives  in 
the  Reference  Library.  Birmingham,  unless  stated  otherwise. 

4.  Matthew  Boulton  to  the  Earl  of  Findlater.  20  January  1776.  Boulton 
goes  on  to  qualify  his  comment  by  saying  that  he  had  not  seen  any  of  the 
best  work  of  the  celebrated  goldsmith  Robert-Joseph  Auguste 
(1723-1805). 

5.  Matthew  Boulton  to  his  wife.  6  March  1 770. 

6.  Boulton  and  Fothergill  to  William  Matthews.  27  April  I  772  and  16  May 
1772.  Syon  House  Accounts  December  I  772  (Alnwick  Castle  MSS).  The 
tripod'  may  have  been  a  tripod  tea  urn.  The  wing-figured'  vase  was  a 
standard  pattern  of  vase  produced  at  Soho.  examples  of  which  survive  at 
Osterley  Park  and  elsewhere.  See  Goodison.  Ormolu:  the  Work  of 
Matthew  Boulton  .  pp.  i66IT. 

7.  'A  Catalogue  of  the  produce  of  Messrs.  Boulton  and  Fothergill's 
Manufactory,  at  Soho  in  Staffordshire  .  .  .'  Christie  and  Ansell's.  16  May 
1778.  lot  80.  The  wording  differs  slightly  for  the  other  vase,  lot  1 2  3.  The 
catalogue  survives  among  the  archives  of  Messrs.  Christie.  Manson  and 
Woods. 


8.  Inventory.  22  June  1 782.  p.  180.  also  Day  Book.  1 779-1 781.  p.  230. 
There  was  also  a  Bacchus  vase  ready  to  gild'  listed  in  the  Inventory 
p.  I  33  in  Richard  Bentley's  workshop:  this  clearly  cannot  be  identified 
with  either  of  the  vases  of  1 778. 

9.  Boulton  and  Fothergill  (Z.  Walker)  to  Lord  Stormont  5  December  1 783. 

10.  'Pattern  Book'.  1.  p.  171.  The  sketch  is  one  of  a  collection  of  coloured 
drawings  which  were  often  sent  to  prospective  customers  for  their 
approval  or  choice. 

11.  The  vase  is  illustrated  in  Anthony  Blunt.  Nicolas  Poussin'.t London  and 
New  York  1958)  Vol.  1  (text),  plate  131a. 

12.  See  Goodison.  Ormolu:  the  Work  of  Matthew  Boulton'.  Chapter  3 
(  Design  ),  pp.  46ff.  for  a  discussion  of  Boulton's  sources. 

13.  P.  J.  Wendler  to  Matthew  Boulton.  14  April  1767.  4  July  1767.  31  July 
1776. 

14.  The  bronze  copies  of  the  Zoffolis  were  discussed,  and  many  of  them 
illustrated,  by  Hugh  Honour  in  Bronze  statuettes  by  Giacomo  and 
Giovanni  Zoffoli'.  The  Connoisseur.  Vol.  cxlviii.  1961.PP.  198-205. 

15.  This  type  of  handle,  with  its  spiral  design  above  the  lip.  was  probably 
derived  from  a  Pompeiian  model.  See  for  example  the  neo-Attic  vase  from 
Stabiae  in  the  Museo  Nazionale.  Naples.  Inv.  no.  6778. 

16.  There  is  no  reason  to  suppose  that  Giacomo  Zoffoli  was  not  making 
copies  of  the  Gaeta'  vase  as  early  as  the  1760s.  Sir  James  Erskine  of 
Torrie.  who  bequeathed  the  vase  of  No.  6  to  the  University  of  Edinburgh 
on  his  death  in  1824  probably  bought  it  in  Rome  in  about  1 800. 

17.  C.  H.  Tatham  to  Henry  Holland.  1 5  February  1795.  Tatham's  letters  and 
sketches  survive  in  the  Department  of  Prints  and  Drawings.  Victoria  and 
Albert  Museum. 

18.  C.  H.  Tatham  to  Henry  Holland.  10  July  1795. 

19.  Sir  Joshua  Reynolds.  Discourses  on  Painting  and  the  Fine  Arts'.  London. 
1837.  Sixth  Discourse,  p.  96. 
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John  Thomas  Barber  Beaumont: 
Miniaturist 
and  Art  Tutor 
of  Henry  Aiken 


Aubrey  Noakes 


[ .  ) .  T.  Barbkr  Bkai  mont.  Self-portrait.  I  794.  miniature,  exhibited  at  the  Royal  Academy. 

Barber  Beaumont  was  a  talented,  capable  and  outspoken  individual  who  combined  early  promise 
as  an  artist  with  commercial  acumen  and  military  enthusiasm.  The  series  of  miniatures  which  he 
painted  between  1794  and  1804  show  considerable  technical  finesse  and  psychological  insight; 
aged  thirty-two,  he  abruptly  forsook  the  Arts  for  business  and  politics. 
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William  Hazlitt  in  his  essay  On  the  Pleasures  of 
Painting',  remarks  that  the  one  great  advantage 
which  the  artist  has  over  the  writer  is  that  he  can  convey  his 
message  to  the  beholder  instantaneously  on  his  canvas 
whereas  a  writer  has  to  rely  upon  a  series  of  cumulative 
strokes,  a  piling  ol  words  upon  words,  and  the  creation  of  an 
infinite  succession  of  images;  and  of  how  Ha/litt's  phrase 
seemed  to  apply  beautifully  to  the  work  of  Henry  Aiken  in 
which  we  find  encapsulated  for  ever  the  restlessness,  daring 
and  eccentricity  of  the  Regency  bucks  and  wager-mad 
thrusters  and  dare-devil  riders  of  the  Leicestershire  hunts  so 
beloved  by  Charles  James  Apperlcy  ( i  779-1843),  and  the 
Newmarket  scene  with  which  both  Aiken  and  he  were  also 
familiar. 

Aiken  was  sent  at  an  early  age  to  study  under  John 
Thomas  Barber  Beaumont  ( 1  774-1 84 1 ).  who  was  born  in 
Marylebone  and  began  life  as  a  student  of  the  Royal 
Academy  Schools,  which  he  entered  in  1791.  In  the  same 
year  he  was  awarded  a  medal  by  the  Society  of  Arts  for  the 
drawing  of  a  crane;  a  silver  palette  in  1  793/4  for  a  drawing 
of  an  historical  subject,  and  a  silver  medallion  in  1 794/5  for 
a  drawing  from  a  cast.  He  won  three  medals  at  the  Royal 
Academy  Schools  for  academy  figures  and  a  historical 
subject.  He  sidestepped  the  siren  appeal  of  historical  paint- 
ing; of  those  mammoth  reconstructions  of  incidents  culled 
from  Classical  mythology  and  Great  Moments  in  History 
which  so  many  of  his  fellow-students  toiled  over  and  found 
in  the  event  some  difficulty  in  selling,  and  settled  instead  for 
less  ambitious  but  more  readily  saleable  miniature  portraits. 

Between  1794  and  1806  he  exhibited  miniatures  regu- 
larly at  the  Royal  Academy,  painted  portraits  of  various 
members  of  the  Royal  family,  and  was  appointed  miniature 
painter  to  both  the  Duke  of  Kent  and  the  Duke  of  York,  and  in 
the  Royal  Academy  catalogue  of  1799  we  find  him  de- 
scribed as  'Miniature  Painter  to  Prince  Edward'.  Besides 
Royalty  he  made  a  speciality  of  depicting  stage  favourites 
such  as  Mrs.  Dorothy  Jordan,  Charles  Incledon,  the  tenor 
singer  who  appeared  in  The  Beggar's  Opera  and  the  first 
performance  of  Haydn's  Creation  at  Covent  Garden,  and 
George  F.  Cooke  in  the  role  of  Richard  in.  Miniatures 
exhibited  at  the  Royal  Academy  by  him  include  a  self- 
portrait,  two  portraits  of  his  wife,  one  of  Mrs.  Piozzi,  well- 
known  to  all  lovers  of  Dr.  Johnson  and  his  circle,  and  one  of 
the  Duke  of  Cumberland  and  officers  of  His  Royal  Highness' 
Corps  of  Sharp  Shooters. 

In  his  lively  hunting  and  steeplechasing  scenes.  Henry 
Aiken  draws  many  of  the  figures  who  crowd  his  canvases 
with  a  miniaturist's  delicacy  and  with  meticulous  attention 
to  detail.  His  two  contributions  to  the  Royal  Academy, 
submitted  in  1801  and  1802,  when  he  was  sixteen  and 
seventeen  years  old,  were  miniatures  of  Miss  Gubbins  and 
Miss  Jackson.  Barber  Beaumont  had  taught  him  to  fashion  a 
head  with  conviction  and  verve;  to  'square  his  touch', 
French-style,  and  also  encourage  the  youth's  instinctive 
love  of  animals.  We  suggest  that  Barber  Beaumont's 
influence  on  the  development  of  Henry  Aiken's  style  may 
well  have  been  more  important  than  is  generally  realised  by 
students  of  Aiken's  prodigious  output. 

The  reason  why  Barber  Beaumont  remains  a  somewhat 
shadowy  and  marginal  figure  is  that  although  he  achieved 
enviable  success  as  a  miniaturist  early  on.  he  seems  to  have 
abandoned  painting  altogether  after  his  thirty-second 
birthday  and  moved  on  into  the  world  of  insurance  to 
establish  the  Provident  Life  Office  and  the  County  Fire  Office. 

Miniature  painting  constitutes  but  one  aspect  in  the 
colourful  and  crowded  career  of  Barber  Beaumont. 

The  Victoria  and  Albert  Museum  possesses  seven  of  his 
miniatures  and  the  Department  of  Prints  and  Drawings  at 


the  British  Museum  nine  engravings  of  portraits  by  Barber 
Beaumont.  Since  Barber  Beaumont's  son  and  grandson, 
John  Augustus  Beaumont,  and  Seymour  Augustus  Beau- 
mont, respectively,  succeeded  him  as  Managing  Directors  of 
the  insurance  companies  he  founded,  the  direct  family  link 
with  these  offices  continued  unbroken  until  Seymour's 
death  in  1900,  and  several  interesting  relics  and  personal 
treasures  associated  with  the  founder  have  been  preserved 
and  are  in  iheir  possession.  These  include  many  of  his 
miniatures.  Various  miniatures  have,  too,  been  acquired 
since,  either  by  gift  or  purchase,  so  that  they  now  possess 
fifteen,  several  of  which  are  illustrated  in  these  pages. 

Basil  Long  and  Daphne  Foskett  are  agreed  upon  one 
thing:  It  is  difficult  to  describe  Beaumont's  style  in  words' 
(Long);  'His  style  varied  a  lot  and  is  not  easy  to  describe' 
( Foskett ).  The  only  generalisation  which  Basil  Long  feels  can 
be  safely  made  about  his  miniatures  is  that  they  are  'usually 
rather  striking,  often  virile.  His  technique  varies  con- 
siderably: I  know,  for  instance,  a  privately-owned  miniature 
by  him  in  which  there  are  many  long,  thin  strokes  on  the 
dress,  face  and  background  -  in  fact  the  hatching  on  part  of 
the  background  resembles  that  of  A.  Plimer;1  the  painting  of 
the  white  cap  is  rather  crisp  in  effect  and  reminds  one  of 
Fngleheart's  manner;  the  face  is  largely  painted  with  long, 
distinct  red  and  grey  lines  over  an  underlying  tint.  This 
description  would  not.  however,  apply  at  all  to  some  of 
Beaumont's  miniatures.  Sometimes  the  modelling  of  the 
face  was  finely  done,  sometimes  it  was  coarser  and  bolder; 
sometimes  he  showed  individual  strands  of  hair,  sometimes 
he  treated  the  hair  more  broadly.  There  are,  I  think,  usually 
in  a  miniature  by  Barber  some  definite  lines,  at  the  eyelids  or 
between  the  lips'.  Although  Mrs.  Foskett  states  that  his  style 
is  not  uniform  and  therefore  difficult  to  describe  she  goes  on 
to  say  that  his  miniatures  'have  depth  and  strength  and  he 
was  a  good  draughtsman. - 

These  considered  views  by  the  two  best  and  most  authori- 
tative writers  on  British  miniatures  in  recent  years  have 
been  inserted  here  to  avoid  any  suspicion  that  I  am  making 
too  large  a  claim  for  a  relatively  minor  artist  simply  because 
he  was  versatile  and  did  so  many  other  things  besides  paint 
miniatures.  One  cannot  help  wondering  how  he  might 
have  developed  as  an  artist  if  he  had  gone  on  as  he  began 
instead  of  diverting  his  energies  into  military,  mercantile 
and  political  channels.  Especially  so.  since  not  only  did  he 
establish  a  reputation  for  himself  early  as  a  miniaturist  but 
he  made  an  interesting  contribution  to  topographical 
literature  and  the  illustrated  book  as  a  young  man  of 
twenty-nine  with  his  'A  Tour  Through  South  Wales  and 
Monmouthshire'  published  in  1803.  There  are  two  copies  of 
it  in  the  British  Museum  Library  and  it  figures  in  Major 
Abbey's  catalogue  of  topographical  works.  Both  the  text  and 
the  illustrations  were  by  Barber  Beaumont  and  the  book 
itself  was  dedicated  to  Richard  Brinsley  Sheridan. 

Barber  Beaumont's  offering  in  the  Royal  Academy  exhi- 
bition of  1 805.  Portrait  of  the  Duke  of  Cumberland  and  Officers 
of  h.r.h.'s  Corps  of  Sharpshooters  reminds  us  of  his  public- 
spirited  response  to  the  threat  of  a  French  invasion  and  his 
advocacy  in  various  pamphlets  and  letters  in  the  press  of 
sound  military  preparations  to  foil  such  a  threat.  His 
commission  as  Captain-Commandant  of  the  Duke  of 
Cumberland's  Sharp  Shooters  is  dated  5  September  1803. 

It  was  the  first  independent  rifle  corps  which  took  the  field 
in  this  country',  as  described  by  Henry  Angelo  in  his 
'Reminiscences'.  "The  novelty  of  the  service,  the  picturesque 
appearance  of  the  dress,  and  the  vivacity  of  the  movements, 
rendered  it  a  general  favourite'. 

He  sensed  with  great  quickness  for  one  whose  back- 
ground up  to  that  point  had  been  a  purely  civilian  one  -  and 
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2.  J.  T.  Barber  Beaumont. 
Frederick,  Duke  of  York  and  Albany  ( I  763-1827), 
Commander-in-Chief  of  the  British  Army. 
miniature. 


3.  J.  T.  Barber  Beaumont. 
William  Henry,  Duke  of  Clarence 
(1765-1837) 
afterwards  William  IV. 
Oval:  2$  inches. 


of  a  literary  and  artistic  character  at  that  -  that  the  art  of 
war  was  fast  changing.  He  seems  to  have  carried  out  in  his 
own  small  way  a  training  scheme  based,  consciously  or 
unconsciously,  on  that  advocated  and  only  recently  in- 
troduced into  the  regular  army  by  Sir  John  Moore.  ThusTjust 
as  his  miniature  painting  merits  serious  attention  by  the 
art  historian,  so  his  pamphlets  on  military  training  and 
national  defence  are  still  worth  study  by  the  military 
historian.  Maybe,  it  was  typical  of  the  artist  in  him  that  he 
should  design  a  uniform  for  his  men  and  his  own  green 
jacket  and  plumes  are  now  preserved  in  the  Officers'  Mess  ol 
the  Queen  Victoria's  Rifles,  presented  by  his  grandson,  with 
some  handsome  silver  medallion  shooting  trophies  shot  for 
by  the  old  Sharpshooters. 

This  artistic  flair  is  also  discernible  even  in  the  austere  anc 
reticent  entries  of  the  insurance  companies'  Minute  Book; 
and  Official  correspondence:  he  was  very  conscious  of  the 
advertising  value  of  fire-marks  and  gave  detailed  in 
structions  to  agents  to  see  that  they  were  prominently  sitet 
on  the  company's  insured  properties.  He  was  also  ven 
much  alive  to  the  value  of  well  turned-out  firemen,  in  th< 
days  when  they  were  still  the  private  employees  of  th< 
insurance  companies.  Old  prints  show  them  glorioush 
attired  in  buff  frock-coats,  richly  laced,  blue  breeches,  knee 
boots,  high-crowned  leather  hats,  and  metal  brassards  or 
their  left-arms,  decorated  with  the  Britannia-styled  insignic 
of  the  Office.  There  are  frequent  entries  in  the  Minute  Book: 
about  bills  for  lace  from  Griffinhoofe.  the  lace  merchant  o 
Covent  Garden.  These  are  often  quite  high  but  Barbel 
Beaumont  never  worried  unduly  about  paying  them.  th< 
artist-showman  in  him  doubtless  balancing  the  cost  of  th< 
lace  against  the  prestige-value  of  seeing  his  brave  fellow: 
parading  about  the  town  in  their  smart  clothes  and  faultles: 
lace  ruffles. 

We  are  so  accustomed  in  fiction  to  reading  abou 
Byronically  hopeful  young  men  dying  to  write  novels,  pain 
their  way  to  glory,  or  strut  it  bravely  upon  the  stage,  beinj 
condemned  by  prudent  parents  to  settle  for  good,  steady  job: 
in  banks,  insurance-houses,  and  the  like,  that  the  readei 
may  well  wonder  at  this  stage  what  on  earth  induced  Barbel 
Beaumont,  who  did  achieve  quite  notable  success  as  i 
miniaturist  early  in  life,  to  exchange  it  all  for  that  of  an  activf 
promoter  of  insurance  companies. 

Barber  Beaumont's  own  statements,  set  out  often  at  grea 
length  in  his  various  pamphlets,  and  the  general  develop 
ment  of  his  career,  suggest  that  he  drifted  into  the  insurance 
world  rather  than  moved  into  it  by  deliberate  choice.  He  wa: 
something  of  an  old-fashioned  Whig,  radical  and  reformisi 
in  temperament,  with  a  strong  sense  of  public  duty  as  hi: 
efforts  to  establish  the  Duke  of  Cumberland's  Sharp  Shooter: 
and  build  it  up  into  a  useful  force  has  shown.  His  concerr 
about  the  related  problems  of  poverty  and  crime  likewise  lec 
him  to  study  seriously  the  various  theories  and  schemes  or 
finance  and  philanthrophy  current  in  his  day  and  tc 
conclude  that  Poor  Law  measures  and  the  like  were  mere 
palliatives  and  tinkering  expedients  which  left  funda 
mentally  unresolved  the  problems  of  want  and  insecurity 
among  the  lower  and  middling  classes.  By  means  o 
pamphlets  and  public  meetings  he  launched  a  campaigr 
urging  people  to  develop  self-help  schemes  and  himsel 
established  the  first  savings  bank  in  his  own  parish  of  Saint 
Paul's.  Covent  Garden. 

The  development  of  Barber  Beaumont's  thoughts  or 
insurance  during  this  period  can  best  be  traced  in  a  rare  anc 
curious  pamphlet  by  him.  published  in  18 16.  and  entitlec 
An  Essay  on  Provident  or  Parish  Banks,  for  the  Security  anc 
Improvement  of  the  Savings  of  Tradesmen.  Artificers 
Servants.  &c.  Until  Required  for  their  Future  Wants  01 


john  thomas  barber  Beaumont:  Miniaturist  and  Art  Tutor  of  Henry  Aiken 


a.  J.  T.  Barber  Beaumont. 
Edward  Augustus,  Duke  oj  Kent 
(1767-1820), 
miniature. 

Presumably  the  one  which 
Barber  Beaumont  exhibited  at 
the  Royal  Academy  in  I  799. 


b.  john  Augustus.  Lord  Hervey, 
Captain  rn, 

son  of  the  4th  Earl  of  Bristol, 
miniature,  unsigned. 
Oval:  4!  inches. 
Probably  a  copy  of  a  painting 
by  Barber  Beaumont. 


c.  J.  T.  Barber  Beaumont. 
Prince  of  Wales  (1762-1820), 
afterwards  George  iv, 
miniature. 


D.  anonymous.  The  Quadrant.  Regent's  Street,  1 820.  Sun  Alliance  and  London  Insurance  Group. 
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4.  J.  T.  Barbkk  Beaumont. 
George  iv  when  Prim  e  oj  Wales. 
in  the  uniform  of  the 
10th  Light  Dragoons. 


6.  |.  T.  Barber  Beaumont. 
A  lady,  miniature, 
signed  with  initials  in  front. 
Oval:  3s  inches. 


5.  J.  T.  Barber  Beaumont. 

Hugh  Sowell  Esq..  Mali  Sheriff  oj  Monmouth. 

dated  '  /  798'. 

signed  with  initials  in  front  and  full  at  the  back. 
Oval:  24  inches. 


7.  ATTRIBUTED  TO  J.  T.  BARBER  BEAUMONT. 
A  man.  miniature,  rev  erse  with  monogram  P.G.C 
in  seed  pearls  on  a  hair  background. 
Oval:  >Jr  inches. 


John  thomas  barber  beaumont:  Miniaturist  and  Art  Tutor  of  Henry  Aiken 


Advancement  in  Life:  Containing  a  Brief  History  of  the 
Several  Schemes  for  the  Above  Purpose:  and  Developing  the 
Causes  which  have  Promoted  or  Prevented  their  Success'. 

What  is  so  refreshing  about  this  pamphlet  is  the  author's 
candid  admission  of  his  mistakes.  Barber  Beaumont  never 
appears  to  be  dismayed  by  them  unduly  and  doubtless 
subscribed  to  the  view  that  a  man  who  never  makes  a 
mistake  will  never  make  anything.  He  later  abandoned  the 
savings  scheme  and  settled  for  his  ambitious  plans  for  the 
Provident  Life  Office  and  County  Fire  Office.  These  were 
launched  from  his  home,  25  Southampton  Street,  Strand, 
and  flourished  so  notably  that  in  18 19  he  was  able  to 
transfer  the  business  to  its  present  imposing  site  at  the 
Piccadilly  end  of  The  Quadrant  in  Regent  Street.  This  was  at 
the  time  when  John  Nash  was  laying  out  Regent  Street,  and 
among  the  interesting  historical  treasures  in  the  Alliance 
Group  of  companies'  possession  today  are  the  detailed  plans 
of  the  original  building.  Barber  Beaumont  claimed  that  he 
designed  the  building  himself  although  the  architect  he 
employed  to  work  on  his  plans,  Robert  Abraham  was 
annoyed  about  his  claims  and  felt  that  he  gave  himself  too 
much  credit  for  what  was  substantially  his  work. 

In  time  Barber  Beaumont  became  a  rich  man  and 
acquired  property  in  Stepney,  where,  about  a  year  before  his 
death  he  built  in  the  square  named  after  him  the  New 
Philosophical  Institute,  or  Beaumont  Institute,  endowed  at 
a  cost  of  about  twenty  thousand  pounds,  where  working 
men  could  meet  in  order  to  'facilitate  the  knowledge  of 
scientific  truths  and  for  encouraging  the  disposition  to 
cheerful  recreation,  as  well  as  to  afford  some  of  the  usual 
advantage  of  a  literary  society'.  The  building  consisted  of  a 
hall  with  a  fine  organ,  a  library  of  over  four  thousand  books, 
a  museum,  committee  rooms  and  classrooms. 

After  Barber  Beaumont's  death  his  trustees  became 
associated  with  the  Drapers'  Company  and  with  their  help 
established  the  People's  Palace  Technical  Schools  in  1887, 
which  were  opened  by  Queen  Victoria  and  later  became 
transformed  into  the  East  London  Technical  College.  In 
1907  University  recognition  was  granted  and  instruction 
provided  for  study  for  degrees  in  Art,  Science  and 
Engineering.  In  1 9 1 5  the  college  was  recognised  as  a  school 


of  London  University  and  in  1934  was  given  its  royal 
charter  and  the  name  by  which  it  is  known  today,  Queen 
Mary  College. 

Everything  which  this  astonishing  man  started  seems  to 
exist  still  in  some  form  or  other  -  his  Beaumont  Institute  has 
become  transformed  into  Queen  Mary  College  just  as  the 
Duke  of  Cumberland's  Sharp  Shooters  went  through 
various  phases  to  become  the  Queen  Victoria  Rifles  in  1908 
and  one  of  the  first  London  battalions  to  sail  to  France  in 
November  1 9 1 4  where  it  took  part  in  all  the  major  battles  of 
World  War  1.  As  part  of  the  Greenjacket  Brigade  ( since  1937 
it  had  the  added  title  of  7th  Battalion,  The  King's  Royal  Rifle 
Corps)  it  took  part  in  the  defence  of  Calais  in  1940. 

Barber  Beaumont  was  active  up  to  his  death.  He  was  at  his 
cherished  Institute  three  days  before  he  died  and  attended  a 
meeting  of  the  Directors  of  the  County  Fire  Office  only  two 
days  before.  He  died  at  his  official  residence  in  Regent  Street 
on  1 5  May  1 841,  in  his  sixty-seventh  year. 

Barber  Beaumont  was  certainly  unusual  as  a  business 
man  in  the  way  he  openly  proclaimed  his  political  loyalties. 
He  openly  espoused  and  championed  the  cause  of  the 
injured  Queen  Caroline,  and  when  she  held  court  at  Fulham 
Mrs.  Barber  Beaumont  and  her  daughters  were  presented  to 
her  and  Barber  Beaumont  addressed  many  pro-Caroline 
meetings.  When  the  divorce  bill  was  withdrawn  the  popu- 
lace cheered  and  London  was  illuminated.  The  County  Fire 
Office  outshone  its  neighbours  with  festoons  of  many- 
coloured  lamps,  looped  to  form  the  letters  'c.r',  for  Carolina 
Regina,  and  a  brilliant  star  for  the  Queen  acclaimed  by  her 
supporters  as  the  Star  of  Britain.  What  must  have  been 
particularly  galling  to  George  rv  was  that  Barber 
Beaumont's  'accursed  insurance  shop",  as  he  called  it. 
should  stand  on  a  slight  eminence  looking  straight  down  on 
his  own  royal  thoroughfare  of  Regent  Street  onto  Carlton 
House  itself. 


NOTES 

1.  Dr.  G.  C.  Williamson.  Andrew  and  Nathaniel  Plimmer'.  1903. 

2.  Daphne  Foskett.  British  Portrait  Miniature'.  1963.  p.  155. 

Ibid..  'A  Dictionary  of  British  Miniatures  Painters'.  2  volumes.  1972: 
Volume  1.  p.  158. 
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Hippolyte  Lecomte  and 
the  Rockingham  peasant  figures 


Alwyn  and  Angela  Cox 


The  discovery  of  the  source  which  inspired  the  design  of  a  piece  of  porcelain  and  the  reason  why  it  was  chosen 
by  the  factory  concerned  holds  a  particular  fascination  for  ceramic  enthusiasts;  but  unfortunately  with  the 
passing  of  time  it  has  often  proved  difficult  to  locate  such  source  material.  The  inspiration  for  one  group  of 
porcelain  figures  produced  by  the  Brameld  brothers  at  the  Rockingham  Works,  Swinton,  South  Yorkshire  has 
recently  been  clarified  by  the  discovery  of  a  series  of  prints  which  relate  directly  to  these  figures. 


Porcelain  figures  were  in  production  at 
Swinton  from  at  least  18261  and  were 
made  throughout  the  period  of  porcelain 
manufacture,  that  is  until  1841.  They  include 
busts  of  notable  personalities  of  the  day,  ani- 
mals, romantic  figures,  theatrical  characters, 
and  the  group  which  concerns  us  here  -  a 
series  of  Continental  peasants.  The  porcelain 
figures  made  at  Swinton  are  particularly  fine, 
produced  by  a  slip-casting  technique,  and  the 
genuine  pieces  are  far  removed  from  the  poorly 
moulded  specimens  which  for  many  years 
were  given  the  hopeful  attribution  of 
Rockingham.  Recent  research2  has  done  much 
to  establish  which  figures  have  a  Swinton 
origin,  and  to  separate  them  from  those  made, 
for  example,  in  Staffordshire. 

The  peasant  series  probably  represent  the 
best  of  Rockingham  figures.  The  subject  matter 
is  attractive,  with  males  and  females  from 
European  countries  wearing  regional  costume. 
In  each  case  the  modelling  is  good,  with  the 
faces,  hands  and  smallest  detail  of  costume 
carefully  depicted.  This  is  particularly  apparent 
in  those  pieces  which  were  left  in  the  bisque 
state,  as  many  were,  but  in  spite  of  this  clarity  of 
detail,  unglazed  figures  are  less  popular  now  as 
over  the  years  the  unprotected  and  somewhat 
absorbent  surface  has  often  become  stained. 
The  glazed  and  coloured  examples  show  the 
same  attention  to  detail  in  the  enamelling, 
although  the  fineness  of  the  modelling  is  to 
some  extent  obscured  by  the  glaze. 

Each  figure  in  this  series  stands  on  a  circular 
rocky  base  with  applied  flowers  and  leaves,  and 
is  supported  against  a  tree  trunk,  wall,  or 
similar  structure  to  give  added  strength. 
Around  the  base  on  most  examples  is  incised  in 
script  the  name  of  the  region  from  which  the 
figure  originates,  or  on  coloured  versions  this 
inscription  is  in  gilt.  The  characteristic  feature 
of  the  peasant  series  is  that  each  is  named  and 
should  not  be  confused  with  other  similar 
figures  which  are  never  named,  for  example, 
the  Rockingham  Shepherd  and  Shepherdess, 3  or 
the  so-called  Swiss  Boy  and  Swiss  Girl.4 

In  most  cases  Rockingham  figures  bear  a 
factory  mark,  the  bisque  pieces  an  impressed 
griffin  passant  together  with  the  words 


'rockingham/works/brameld'.  and  the  glazed 
and  enamelled  specimens  with  a  printed  griffin 
in  red  together  with  a  similar  legend  in  script  or 
with  an  impressed  mark  as  above.  Rare  vari- 
ants of  these  marks  have  been  recorded.  In 
addition,  the  entire  series  of  Rockingham 
figures  is  numbered  and  it  is  usual  to  find  an 
incised  mould  number  on  the  base  of  the  figure, 
even  in  the  absence  of  a  factory  mark.  Present 
knowledge  suggests  that  the  series  extends 
from  '1'  to  at  least  '120',  although  there  are 
some  gaps  as  not  all  have  been  recorded.  The 
most  recent  list  appears  in  D.  G.  Rice's 
Illustrated  Guide  to  Rockingham  Pottery  and 
Porcelain'  (1971).  The  mould  number  can  be 
an  important  guide  in  the  absence  of  a  mark,  as 
both  the  Derby  and  Minton  factories  produced 
virtually  identical  animal  and  human  models 
during  approximately  the  same  period.  In 
addition  to  the  marks  above,  some  glazed 
figures  also  have  a  'c'  or  'cl'  mark  on  the  base, 
followed  by  a  number  of  written  in  gilt  or 
enamel.  This  acts  as  an  aid  to  identification,  but 
its  significance  is  not  altogether  clear. 

It  was  assumed  that  the  tine  named  peasant 
series  of  which  fifteen  figures  have  been  re- 
corded to  date,  and  which  are  apparently 
unique  to  Rockingham,  were  derived  from 
contemporary  engravings,  but  the  problem  of 
tracing  the  actual  source  remained.  In  the  first 
half  of  the  nineteenth  century,  there  was  a 
wide  and  growing  interest  in  regional  costume, 
perhaps  connected  in  some  ways  with  the 
increasing  awareness  of  national  identity 
which  was  current  at  this  time.  A  curiosity 
about  those  regions  of  Europe  which  the  end  of 
the  Napoleonic  Wars  made  it  more  possible  to 
visit  and  explore  was  part  of  this,  closely  linked 
with  the  Romantic  Movement  of  the  period. 
The  Bramelds  were  in  tune  with  the  spirit  of  the 
age  when  they  chose  to  model  figures  in 
regional  dress. 

It  is  now  possible  to  show  that  the  source 
which  they  used  was  a  series  of  engravings 
from  the  work  of  the  French  artist  Hippolyte 
Lecomte  (1 781-1857).  Lecomte  was  born  at 
Puiseux  and  after  studying  in  Paris  he  exhi- 
bited at  the  Salon  between  1804  and  1 84  7.  He 
is  best  known  for  historical  subjects,  for  exam- 


ple The  Escape  of  Mary  Queen  of  Scots  from  Loch 
Leven,  for  battle  pieces  such  as  Louis  xm 
Storming  the  Entrenchments  of  Pas  de  Suze,  and 
also  for  his  landscapes.5 

Lecomte  also  prepared  the  illustrations  for  a 
number  of  works  on  costume,  and  the  series 
which  concerns  us  here  is  variously  entitled 
'Costumes  des  Differentes  Nations,  Costumes 
Europeans',  or  Anglicised  to  'Costumes  of 
Different  Nations'.  The  reason  for  this  apparent 
confusion  is  that  none  of  the  existing  copies  of 
the  book  of  which  we  are  aware  has  a  title  page. 
It  seems  possible  that  the  work  was  originally 
published  in  parts  and  the  present  titles  given 
by  later  catalogues  such  as  Colas6  and 
Lipperheide.7  There  are  ninety  engravings  in 
the  series,  each  signed  'Hte  Lecomte',  or  with  a 
variation  of  the  name,  and  dated  between 
181 7  and  18 19.  In  some  cases  the 
lithographer's  name  is  also  given,  and  it  is 
apparent  that  at  least  two  men  were  involved 
in  this  work.  Plates  7-34  were  engraved  by 
Charles  Philibert,  Comte  de  Lasteyrie  du 
Saillant(i759-i849),  and  plates  35-88,  with 
a  few  exceptions,  are  captioned  'Imp.  Lithog  de 
F.  Delpech,  for  Franfois  Seraphim  Delpech 
(1778-1823)'.  Where  no  lithographer's 
name  is  given  it  is  possible  that  Lecomte 
engraved  them  himself,  for  he  was  known  also 
as  a  lithographer.  The  size  of  each  print  is  about 
five  and  a  half  by  seven  and  a  half  inches,  all  are 
hand-coloured,  and  apart  from  the  title  in  each 
case  stating  the  region  represented,  there  is  no 
text.  Lecomte's  work  was  published  in  Paris. 

The  fifteen  known  Rockingham  figures  of 
peasants  are  readily  recognisable  from 
Lecomte's  prints,  and  it  is  of  interest  to  see  that 
a  full  copy  of  this  publication  must  have  been 
available  to  the  Bramelds,  since  the  examples 
they  chose  to  use  are  from  all  parts  of  the  series. 
The  choice  open  to  them  was  extensive,  plates 
1-20  representing  peasants  from  Switzerland 
and  Tyrol;  21-30  Spain;  31-42  Italy;  43  Pays 
de  Bade;  44-58  Russia  and  Finland;  59-66 
Holland;  67-76  the  Balkans;  77-78  Turkey; 
and  79-90  France.  The  examples  used  by  the 
Bramelds  are  given  here  together  with  the 
relevant  plate  number  in  Lecomte  and  the 
Rockingham  mould  number: 
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Plate  No.  Mould  No. 

2  Paysanne  du  Canton  de  Zurich  1 8 

3  Paysan  du  Canton  de  Zurich  5  3 
1 1  Paysan  de  la  Vallee  de  Ziller  en  Tirol  50 
1 3  Femme  de  la  Vallee  de  Tesino  en  Tirol  1 3 
1 5  Paysanne  de  Schlier  en  Tirol  14 
1  b  Paysanne  de  Sagran  en  Tirol  22 
1 7  Paysanne  de  la  Mongfall  en  Tirol  1 5 
2 1  Femme  de  L'Andalousie  119 
24  Homme  du  peuple  a  Valence  113 
28  Femme  des  environs  de  Bilbao*  2 1 
33  Paysan  Piemontais  de  la  Vallee  d'Aoste  5  7 
38  Paysanne  de  St.  Angelo  Royme  de  Naples  120 
56  Chef  de  Tartares  Noguais'*  49 
8  7  Paysan  basque  des  environs  de  Bayonne  115 
88  Paysanne  des  environs  de  Bayonne  1 14 

As  may  be  seen  from  the  examples  illus- 
trated 1 0  the  modeller  of  the  figures  followed  the 
engravings  very  closely,  even  to  the  smallest 
point  of  detail  being  copied  in  most  cases. 
Paysanne  du  Canton  de  Zurich  (No.  1)  has 
retained  the  same  pose  as  in  the  engraving 
(No.  2).  and  her  churn  acts  as  a  support.  The 
modeller  of  the  figure  has  copied  exactly  the 
folds  of  the  dress  and  apron,  and  the  very 
elaborate  plaited  hairstyle.  The  companion 
Paysan  ( No.  3  I  presumably  was  modelled  with 
his  axe.  but  this,  like  the  tassels  on  his  waist- 
band, are  now  missing  on  the  figure  illustrated 
and  no  example  is  known  to  the  authors  with 
the  axe  complete.  Paysanne  de  Sagran  en  Tirol 
(No.  5)  appears  in  the  Rockingham  version 
with  the  curious  rustic  water  fountain  of  the 
original  engraving  (No.  6)  faithfully  repro- 
duced, and  as  with  Femme  de  L'Andalousie  (No. 
7),  every  detail  of  the  dress  has  been  carefully 
copied  to  the  last  fold,  pleat,  braid  and  button. 
Similarly,  the  finer  details  of  the  dress  of 
Paysanne  de  St.  Angelo  (No.  9),  notably  the 
elaborate  apron  and  sleeves,  are  exactly  model- 
led in  the  figure,  although  the  turban-like  head 
dress  has  been  changed  to  give  a  more  elegant 
line,  and  her  basket  of  fruit  has  been  replaced 
with  a  basket  of  (lowers.  Paysan  basque  des 
environs  de  Bayonne  (No.  11)  is  also  a  close 
copy,  with  the  intricate  buttoning  of  his  shirt 
and  braided  jacket. 

Paysan  Piemontais  de  la  Vallee  d'Aoste  (No. 
13)  presented  a  slightly  different  problem  for 
the  modeller  since  the  engraving  (No.  14) 
shows  the  back  of  the  peasant  and  it  was 
necessary  to  produce  an  imaginary  front  view. 
A  similar  difficulty  occurs  with  Paysanne  du 
Canton  de  Zurich  (No.  2).  In  each  case  this  has 
been  convincingly  accomplished,  as  also  the 
rear  views  of  the  other  figures,  with  equal 
attention  to  detail. 

In  contrast  to  the  above,  two  of  the  figures 
differ  slightly  from  the  engravings.  Paysanne  de 
la  Mongfall  en  Tirol  in  the  print  stands  holding 
her  hat  and  wearing  a  close  fitting  cap.  The 
Rockingham  figure  maintains  exactly  the 
same  pose,  but  the  peasant  wears  her  hat  and 
carries  a  basket  of  flowers.  Similarly.  Paysanne 
des  environs  de  Bayonne  in  the  engraving  (No. 
16)  balances  an  elaborate  vessel  on  her  head, 
while  the  porcelain  figure  (No.  15)  carries 


1.  Rockingham  porcelain  figure,  glazed  and 
enamelled,  named  in  gilt  script  around  the  base 
Paysanne  du  Canton  de  Zurich'.  Impressed  factory 
mark  and  incised  'No.  18'.  Height:  7j  inches. 
The  Yorkshire  Museum.  York. 

Inset 

2.  Lithograph  entitled  Paysanne  du  Canton  de  Zurich 
signed  'H"  Lecomte'  and  dated  '  i8l~  .  Plate  No.  2. 
The  Victoria  and  Albert  Museum.  London. 
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].  Rockingham  bisque  porcelain  figure  named  in 
script  around  the  base  'Paysan  du  Canton  de  Zurich'. 
Impressed  with  a  factory  mark  and  incised  'No  53'. 
Height:  7\  inches. 


4.  Lithograph  entitled  Paysan  du  Canton  de  Zurich. 
signed  H'1'  lecomte'  and  dated  '1817'.  Plate  No.  3. 
The  Victoria  and  Albert  Museum.  London. 


5.  Rockingham  bisque  porcelain  figure  named  in 
script  around  the  base  'Paysanne  de  Sagran  en  Tirol'. 
Impressed  with  a  factory  mark  and  incised  'No  22  . 
Height:  7  inches. 


,,.  /,.../ 


f).  Lithograph  entitled  Paysanne  de  Sagran  en  Tirol. 
signed  'Hf  Lecomte'  and  dated  '18  if. 
Lithographer's  name  indistinct.  Plate  No.  16. 


7.  Rockingham  bisque  porcelain  figure  named  in 
script  around  the  base  'I'emme  de  L' Andalousic' . 
Impressed  with  a  factory  mark  including  the  words 
'royal/rockingham  works/brameld'  and  incised 
'No  119'.  Height:  -\  inches. 


8.  Lithograph  entitled  Femmede  L'Andalousie. 
signed  H'e  L.'.  dated  '1817'  and  with  the 
lithographer's  name  'Lilhog  de  C  de  Last' . 
Plate  No.  21. 

The  Victoria  and  Albert  Museum.  London. 
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l  i .  Rockingham  bisque  porcelain  figure  named  in 
SC  ripl  around  the  base  'Paysan  basque  des  environs 
de  Bayonne'.  Impressed  with  a  factory  mark  and 
incised  'No  115'.  Height:  ~\  inches. 
The  Yorkshire  Museum,  York. 


12.  Lithograph  entitled  Paysan  basque  des  environs 
de  Bayonne,  signed  'Hu  Lecomte'  and  dated  1819'. 
Lithographer's  name  'Imp.  lithog.  de  F.  Delpech'. 
Plate  No.  87. 

The  Victoria  and  Albert  Museum,  London 


1    Rockingham  porcelain  figure,  glazed  and 
enamelled,  of  Paysan  Piemontais  de  la  Vallee  d'Aoste' 
Impressed  with  a  factory  mark  and  incised  'No  57'. 
In  addition  the  mark  'CL2'  written  in  gilt  occurs  on 
this  figure.  Height:  j\  inches. 
The  Yorkshire  Museum.  York. 


14.  Lithograph  entitled  Paysan  Piemontais  de  la 
Vallee  d'Aoste,  signed  H'e  Lecomte'  and  dated 
'1818'.  Lithographer's  name  'Lithog  Last'. 
Plate  No.  33. 


1  5.  Rockingham  bisque  porcelain  figure  named 
in  script  around  the  base  'Paysanne  des  environs 
de  Bayonne'.  Impressed  with  a  factory  mark  and 
incised  'No  114'.  Height:  8|  inches. 


16.  Lithograph  entitled  Paysanne  des  environs 
de  Bayonne,  signed  'H'e  Lecomte'  and  undated. 
Lithographer's  name  'Imp.  lithog.  de  F.  Delpech'. 
Plate  No.  88. 

The  Victoria  and  Albert  Museum,  London. 
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nstead  a  large  basket  of  fruit,  apparently 
borrowed  from  another  print  in  the  series 
Femme  des  environs  de  Bilbao. 

The  skill  of  the  modeller  who  translated  the 
engravings  into  three-dimensional  figures  is 
admirable.  The  reverse  side  in  each  case  is 
imaginatively  accomplished  and  the  overall 
effect  is  charming.  It  is  difficult  in  some  cases  to 
understand  why  the  Bramelds  chose  the  en- 
gravings which  they  did  from  the  series,  ignor- 
ing other  apparently  more  attractive  examples. 
We  know  all  too  little  about  the  modellers  who 
were  employed  at  the  Rockingham  works,  but 
one  man  who  was  certainly  in  Swinton  during 
the  relevant  period  was  the  modeller  Thomas 
Griffin  (born  1 797).  Militia  lists  in  the  Swinton 
Parish  Documents  show  that  Griffin  was  in 
Swinton  at  least  by  1827,  and  he  may  well 
have  arrived  in  the  previous  year. ' 1  Haslem 
states  that  Thomas  Griffin  was  appointed  fore- 
man of  the  figure  department  at  the  Derby 
factory  in  1826,  but  held  that  position  only  for 
a  short  time. 1 2  It  seems  very  likely  that  he  came 


to  the  Rockingham  Works  to  help  with  the 
production  of  porcelain  figures,  and  he  may 
well  have  been  the  originator  of  the  peasant 
series.  Whereas  we  have  no  proof  that  he 
modelled  figures  at  Swinton,  we  do  know  that 
he  modelled  other  items,  as  for  example  in 
1832  when  the  local  newspapers  recorded  that 
he  was  working  on  the  models  for  pieces  in  the 
dessert  service  for  King  William  iv,  presumably 
the  elaborate  centre-pieces.13  It  would  have 
been  an  obvious  move  on  the  part  of  the 
Bramelds,  who  only  began  porcelain  pro- 
duction on  a  commercial  scale  in  late  1 825,  to 
aim  to  entice  skilled  workmen  from  other  well- 
known  established  porcelain  manufactories 
such  as  Derby.  Certainly,  a  number  of 
Rockingham  ceramic  decorators  came  from 
this  factory,  including  Thomas  Steel  and 
Thomas  Brentnall. 

A  further  interesting  connection  between 
the  Bramelds  and  the  work  of  Hippolyte 
Lecomte  was  realised  recently  when  a 
Rockingham  porcelain  plate  was  sold  at  auc- 


tion in  London.14  This  was  enamelled  with  a 
seated  female  peasant  in  the  same  series  as  the 
figures,  and  named  in  script  on  the  underside  of 
the  plate  Paysanne  des  environs  d 'Aries.  The 
painting  corresponds  exactly  with  Plate  8^5  in 
Lecomte.  and  it  is  of  interest  to  note  that  even 
the  colours  used  are  identical  to  those  in  the 
print.  In  both,  the  peasant  is  depicted  with  a 
white  head-dress  tied  across  her  forehead  with 
a  black  ribbon,  and  she  wears  a  blue  bodice,  a 
brown  skirt,  white  pinafore  and  black  shoes 
with  buckles. 

It  would  seem  that  the  Brameld  brothers 
must  have  possessed  a  copy  of  Hippolyte 
Lecomte's  work,  or  at  least  have  had  ready 
access  to  one  from  which  detailed  drawings 
were  taken.  It  is  possible  that  there  may  have 
been  a  copy  in  the  library  at  Wentworth 
Woodhouse.  the  nearby  seat  of  the  Pottery's 
patron  Earl  Fitzwilliam.  Whatever  the  true 
explanation,  it  is  certain  that  these  were  the 
engravings  which  provided  the  inspiration  for 
the  Rockingham  series  of  peasant  figures. 
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NOTES 

1 .  The  earliest  documentary  record  of  Rockingham 
porcelain  occurs  on  an  invoice  from  the  Pottery  dated 
1  s  August  1  825;  the  first  reference  of  which  we  are 
aware  to  figures  being  sold  from  the  Pottery  is  recorded 
on  an  invoice  dated  30  November  1826.  For  details  of 
these  see  Alwyn  and  Angela  Cox.  The  Rockingham 
Works'  (Sheffield  City  Museums.  1974).  p.  49  and 

p.  5S  respectively. 

2.  The  most  complete,  illustrated  account  of  Rockingham 
figures  is  to  be  found  in  D.  G.  Rice's  'Rockingham 
Ornamental  Porcelain'  (1965). 

3.  Ibid.,  plate  108. 

4.  Ibid.,  plate  102. 

5.  E.  Benezit,  Dictionnaire  Critique  et  Documentaire 
des  Peintres.  Sculpteurs.  Dessinateurs  et  Graveurs' 
(Newedn.  1948-1955!. 

6.  R.  Colas.  Bibliographic  Generale  du  Costume  et 
de  la  Mode'  (1933).  no.  1  806. 

7.  F.  J.  von  Lipperheide,  Der  Freiherrlich  von 
Lippcrheide'schen  Kostiimbibliothek' 
(reprinted  1963).  No.  52. 


8.  D.  G.  Rice  in  The  Illustrated  Guide  to  Rockingham 
Pottery  and  Porcelain'  ( 1 97 1),  records  the  inscription 
Paysanne  des  environs  de  Bilbao.  W  e  have  not  examined 
an  example  of  this  figure. 

9.  Note  that  the  spelling  is  Noguais,  and  not  Noguars  as 
previous  writers  have  given. 

10.  Rockingham  Continental  peasant  figures  not 

illustrated  here  may  be  seen  in  the  following  works: 
D.  G.  Rice.  Rockingham  Ornamental  Porcelain' 
(1965I.  mould  Nos.  14.  1  5.  and  50:  D.  G.  Rice.  'The 
Illustrated  Guide  to  Rockingham  Pottery  and 
Porcelain'  ( 1 971 1,  mould  No.  1 1  3:  D.  G.  Rice. 
Collectors  Guide.  September  1974.  pp.  78-80, 
Rockingham  Porcelain  Figures',  mould  No.  1  3. 

1  l .  Alwyn  and  Angela  Cox.  'The  Rockingham  Works' 
(Sheffield  City  Museums.  1974I.PP.  109-110. 

12.  J.  Haslem.  The  Old  Derby  China  Factory'  (1876). 
p.  163. 

1 3.  Alwyn  and  Angela  Cox.  The  Connoisseur.  February 

1  l)7S.  PP-  90-97.  'The  Rockingham  Dessert  Service 
for  William  IV'. 

14.  Sold  at  Sotheby's  salerooms  on  27  July.  1976. 
lot  number  1 20. 
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Early  English  Wallpapers 


Jean  Hamilton 


Wallpapers  arc  among  the  rarest  survivals  of  the  passage  of  time,  and  none  have  yet  been  found  in 
this  country  that  are  earlier  than  the  beginning  of  the  sixteenth  century.  In  191 1  the  remains  of 
our  oldest  dateable  wallpaper  was  discovered  in  the  Master's  Lodge,  Christ's  College,  Cambridge. 
The  Lodge  was  built  in  1509,  and  this  pomegranate  pattern  was  printed  on  the  back  of  documents 
which  had  been  disposed  of  as  waste  paper,  among  them  a  proclamation  of  the  first  year  of 
Henry  vm,  which  provided  a  reasonably  firm  date  of  1509. 


Other  sixteenth-  and  seventeenth-century  decorative 
papers,  printed  in  black  for  the  most  part,  have  come  to 
light  over  the  years,  a  few  of  them  found  on  the  walls,  but  the 
majority  have  been  discovered  in  deed  boxes,  or  lining  the 
drawers  of  furniture.  Among  the  Print  Room  Collection  at 
the  Victoria  and  Albert  Museum  is  a  fragment  (No.  I )'  with 
the  Royal  Device  used  by  Henry  vn  and  Henry  vm.  An 
anonymous  donor  of  this  paper  some  years  ago  left  it  at  the 
British  Museum  with  a  note  to  the  effect  that  it  was  removed 
from  'Nacton  Hall,  Suffolk',  but  such  a  building  cannot  be 
traced,  though  there  is  a  Broke  Hall  at  Nacton,  Suffolk. 
Supposing  this  to  be  the  house  from  which  the  paper 
originated,  it  may  possibly  be  dated  c.  1 526,  or  thereabouts, 
when  Broke  Hall  (sometimes  called  Cow  Hall,  or  Crows  Hall) 
was  built  by  Sir  Richard  Broke,  Recorder  of  London,  and 
could  be  a  near  contemporary  of  the  famous  Cambridge 
fragments.  Another  Tudor  paper  (No.  2)2  in  the  Print 
Room's  collection,  considerably  less  fragmentary,  bears  an 
armorial  design,  dated  between  15 50-1 5 75;  this  came 
from  Besford  Court,  Worcestershire,  which  was  begun  in 
about  1 500. 

At  Dinton,  near  Aylesbury,  Gable  Cottage,  recently 
restored  from  a  ruinous  condition  by  its  present  owners, 
Mr.  and  Mrs.  D.  D.  Gordon  Smith,  contains  a  seventeenth- 
century  wallpaper  of  the  type  associated  with  black  silk 
embroidery  designs  on  linen.  Mrs.  Gordon  Smith  found  the 
paper  in  a  small  closet  off  the  main  bedroom,  and  recognis- 
ing its  importance,  has  carefully  preserved  the  pattern.  I  was 
consulted  as  to  the  age  of  the  paper  and  was  privileged  to 
help  Mrs.  Gordon  Smith  remove  a  layer  of  eighteenth- 
century  plaster  which  covered  the  fragments.  The  pattern 
itself,  which  includes  the  'clove  gilly  flower',  printed  in  a 
blueish  ink,  is  identical  to  that  of  a  paper  lining  the  original 
letters  patent  box  with  the  foundation  charter  of  Abbot's 
Hospital,  Guildford,  dated  1622.  By  an  odd  coincidence  I 
had  brought  with  me  that  day  a  copy  of  this  same  Guildford 
pattern.  Other  examples  of  the  same  design  are  from  the 
Court  of  Wards  Deeds  (No.  3 ),  from  a  charter  box  in  Corpus 
Christi  College,  Oxford,  now  in  the  Ashmolean,  Oxford,  and 
a  fourth  piece  lines  a  mid-seventeenth-century  oak  box,  in 
the  possession  of  Mr.  H.  C.  Wotton  of  Bury  St.  Edmunds. 5  A. 
C.Wace  has  expressed  the  view  that  these  decorative  papers 
served  a  multi-purpose  as  patterns  for  embroiderers,  lining- 
and  wallpapers,  and  were  not,  as  has  been  previously 
suggested,  copied  from  actual  embroideries. 

A  recent  discovery  of  some  interest  is  that  of  the  wall- 
paper (No.  5)  with  a  formalised  'tulip'  flower  design  at  14, 
The  Market  Place.  Kingston-upon-Thames,  a  building 
which  is  dated  c.  1 599.  This  paper,  which  was  on  a  wooden 
partition  wall  in  a  disused  room  on  the  upper  floor  is 
remarkable  for  the  fact  that  it  has  remained  uncovered  by 
paint  or  later  wallpapers  for  nearly  three  centuries.  The 
same  pattern,  but  with  additional  single  colour  stencilling 
has  just  been  found  at  The  Shrubbery,  South  Street.  Epsom, 


1.  Wallpaper  from  Nacton  Hall.  Sufi'olk, 
first  half  of  sixteenth  century. 
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2.  Wallpaper  from  Besford  Court.  Worcestershire,  c.  1550-1575. 

?.  Photostat  copy  of  lining-paper  from  Court  of  Wards  Deeds, 
early  seventeenth  century.  Antiques  Journal.  1925. 

Surrey,  an  early  eighteenth-century  house  being  destroyed 
by  demolition.  A  fleur-de-lis  watermark  in  the  paper  may 
probably  date  it  to  c .  1680.  and  the  same  design,  with  slight 
variations  is  to  be  seen  on  a  paper  (No.  4).  which  lined  a 
wooden  box.  and  which  is  lettered  'Roger  Hudson  Trunk 
Maker  in  Coney  Street  Yo[rk]':  it  does  not,  however,  have 
the  reticulated  background  of  the  Kingston  pattern. 
Elements  of  the  design  appear  on  a  border  of  printed  cotton 
with  a  characteristic  lace  pattern  of  the  second  half  of  the 
seventeenth  century  (No.  6).  A  work  of  the  same  vintage 
(No.  7).  a  floral  and  pomegranate  pattern,  from  5,  The 
Grove,  Highgate,  does  show  a  reticulated  background,  and 
is  both  printed  in  and  stencilled  with  colour:  it  is  only  a  little 
later  than  the  Kingston  pattern,  probably  early  eighteenth 
century. 

The  Print  Room's  collection  was  also  enriched  in  recent 
years  by  another  early  black  patterned  paper  (No.  8)  with  a 
simplified  acorn  and  oak  leaf  design  terminating  in  latticed 
stems,  again  reminiscent  of  black  silk  embroidery,  but 
differing  from  the  previously  described  block  prints,  the 
medium  here  being  flock.  The  paper  came  from  Welwick 
House.  King's  Lynn,  a  seven-bayed,  two-storeyed  building  of 
c.  1  (-1 90.  On  the  back  is  an  unusual  type  of  Excise  duty  stamp, 
which  includes  the  Royal  Arms,  but  the  printing  is  too 
indistinct  for  positive  identification  of  the  heraldry.  As  the 
stamp  is  of  a  kind  hitherto  unrecorded,  it  is  likely  to  be  that 


4.  Lining-paper  issued  by  Roger  Hudson, 
trunk-maker  from  York. 


•••^r*- "-i  'Vjfcr  'm"*1^^  "J"""" 


Wallpaper  from  Boots  the  Chemists,  Kingston-upon-Thames.  late  seventeenth  or  early  eighteenth  century. 


b.  German  printed  linen,  second  half  of  seventeenth  century. 


EARLY  ENGLISH  WALLPAPERS 


7.  Wallpaper  from  5,  The  Grove.  Highgate,  early  eighteenth  century. 


8.  Flock  paper  from  Welwick  House.  King's  Lynn.  9-  Wallpaper  from  5.  The  Grove.  Highgate, 

early  eighteenth  century.  early  eighteenth  century. 
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IO.  Proofsheet  of  Ovid's  Metamorphoses,  overprinted  with  half-drop  pattern,  mid-eighteenth  century. 


used  during  the  reign  of  Anne.  If  this  is  the  case,  the  paper 
may  be  dated  c.  1 714;  the  stamping  of  papers  began  on  the 
2  August,  and  the  Queen  died  on  the  7  August  of  that  year. 

That  the  practice  of  copying  popular  patterns  was 
common  in  many  parts  of  the  country  is  shown  by  another 
early  eighteenth-century  wallpaper  (No.  9)  from  5,  The 
Grove,  Highgate,  a  graceful,  baroque  floral  design,  which 
appears  again  in  a  rather  less  well-cut  version  of  the  block,  at 
Whitmore's,4  an  early  eighteenth-century  house  in  the 
Dorking  Road.  Epsom,  Surrey. 

A  group  of  decorative  papers  which  do  not  seem  likely  to 
have  been  intended  for  wallpapers  because  the  patterns  are 
complete  within  a  relatively  small  bordered  area,  are 
represented  by  a  pictorial  print  (No.  1  1 ),  which  is  perhaps 
intended  for  a  model  for  embroidery.  It  was  found  on  an 
early  seventeenth-century  box  from  the  Croft  Lyons 
Bequest,  and  appears  to  be  a  contemporary  re-working  of  a 
lining-paper  in  the  drawer  of  a  chest  belonging  to  Lord 
Leverhulme;5  as  such  it  is  of  a  slightly  cruder  design, 
omitting  some  details  which  are  in  the  original.  A  stag 
hunting  scene  provides  the  theme  of  a  pictorial  paper  in  a 
very  similar  style,  from  a  deed-box  found  at  Clandon  Park, 
Surrey.  This  too  is  a  less  sophisticated  copy  with  details 
missing,  of  the  example  with  stencilled  colour  used  as  a  wall- 
paper from  Aldford  House  (now  demolished),  Park  Lane. 
London,  which  is  at  Colonial  Williamsburg,  Virginia,  usa 
(front  cover).  The  Shrubbery,  mentioned  earlier  has  pro- 
vided more  samples  of  this  pretty  paper. 

Another  feature  of  early  decorative  papers  which  must 
have  been  fairly  common  was  that  of  the  re-use  of  paper;  as 
has  been  mentioned,  the  Cambridge  fragments  were  printed 
on  unwanted  documents,  and  there  are  several  later 
instances  of  patterns  for  wall-  and  lining-papers  being 
printed  over  the  text  of  banned,  or  otherwise  waste  litera- 
ture. That  this  process  was  referred  to  as  damasking'  is 
borne  out  by  a  letter  in  the  records  of  the  Stationers 
Company,  written  by  the  Bishop  of  London  to  the  Masters 
and  Wardens  of  the  Company  in  1673,  ordering  them  to 
damask  or  obliterate  copies  of  Hobbes'  Leviathan. 

Eighteenth-century  examples  of  this  decoration  are  a 
floral  pattern,  printed  on  an  edition  of  the  Prayer  Book, 
and  a  half-drop  pattern  (No.  10)  of  single  flowers  within  a 
lattice  'pin-print',  superimposed  on  an  edition  of  Ovid's 


1 1.  Pictorial  lining-paper,  early  seventeenth  century. 


Metamorphoses,  but  the  usage  continued  well  into  the 
nineteenth  century,  as  is  shown  by  a  simple  dot  diaper  on  a 
newspaper  of  c.  1835. 
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le  authors  of  this  article  suggest  that  T.  W.  Coke  W.  0.  Hassall  and  N.  B.  Penny 

tended  certain  topical  references  in  his  series  of  marble  reliefs 
t  up  in  the  great  hall  at  Holkham  between  i  77s  and  1 840. 


Political  sculpture  at  Holkham 


7  vsari,  writing  of  a  float  and  an  accom- 
panying masque  involving  skeletons  de- 
,ned  by  Piero  di  Cosihich  caused  a  sensation 
the  Florence  Carnival  in  i  s  1  1 .  recorded  that 
ne  thought  it  was  an  allegory  of  the  im- 
nenl  political  'resurrection'  of  the  Medici 
nily.  But,  he  shrewdly  adds,  this  meaning 
is  discovered  after  the  event  (when  it  would 
irdly  have  been  in  the  artist's  interest  to 
lute  the  theory).1  The  popularity  of  Addison's 
igedy  Cato'  when  performed  in  London  in 
?I3  was  because  both  Whigs  and  Tories 
terpreted  it  as  a  warning  against  the  dangers 
dictatorship  (the  Whigs  had  the  Stuarts  in 
ind.  the  lories  Marlborough),  but  Addison 
id  intended  nothing  so  topical.  At  the  close  of 
e  eighteenth  century  Canova  was  perplexed 
Bnd  some  French  visitors  to  his  studio  who 
in  sure  that  his  group  of  Hercules  and  Lichas 
ferred  to  the  heroic  French  overthrowing 
onarchy.2  David's  Lictors  returning  to  Brutus 
le  bodies  of  his  sons,  i  7S9.  and  Voltaire's 
nttus,  had  also  been  interpreted  in  a  topical 
iti-royalist  sense  by  French  republicans,  but 
0  evidence  exists  to  suggest  that  either  David 
r  Voltaire  originally  intended  such  a  meaning 
although  David  was  not  embarrassed  by  the 
lea.3 

The  topical  application  detected  by  an 
rtist's  contemporary  is  no  evidence  of  the 
rtist's  intentions.  Nor  is  this  the  only  problem 
onfronting  the  art  historian  who  seeks  to 
iscover  those  intentions.  Analogies  between  a 
ituation  in  Cato's  Rome  and  Queen  Anne's 
ondon  would  not  be  exact  even  if  they  were 
ntended  and  in  such  cases  a  measure  of 
mbiguity  might  have  attracted  the  artist,  if  his 
oint  was  subversive.  Portraiture  might  help 
is,  but  it  was  usually  inappropriate,  and, 
upposing  Canova  to  have  intended  his 
lercules  to  be  understood  as  Bonaparte,  he 
rould  hardly  have  given  the  Corsican's  fea- 
ures  to  the  Greek  hero;  Thorvaldsen  who  did 
ntend  his  frieze  of  Alexander  entering  Babylon 
18 1 2)  to  refer  to  Bonaparte's  intended  tri- 
imphal  entry  into  Rome  did  not  make  the 
Macedonian's  features  resemble  those  of  the 
lorsican.4  There  are  exceptions.  One  is  the 
narble  group  of  Hercules  slaying  the  Hydra 
ommissioned  from  Sposino  by  the  Earl  of 
iristol  at  the  end  of  the  eighteenth  century.  He 
apriciously  ordered  the  head  of  Hercules  to  be 
hanged  to  a  portrait  of  the  younger  Pitt  and 
he  Hydra  to  be  given  the  heads  of  Fox,  North 
md  Burke.'  Portraits  are  also  used,  a  little  less 
udicrously,  in  a  relief  sculpture  which  we  will 
liscuss  later. 


The  purpose  of  this  article  is  to  shed  some 
light  on  the  topical  references  intended  by  T. 
W.  Coke  ('Coke  of  Norfolk')  in  the  four  marble 
reliefs  which  he  erected  in  the  great  hall  of 
Holkham  between  1775  and  1840.  The  first 
two  of  these  reliefs,  if  they  alone  had  been 
erected,  would  never  have  been  suspected  of 
any  unobvious  meaning.  Both  were  purchases 
made  on  the  Grand  Tour  by  the  youthful  Coke. 
One  of  them  (No.  I ).  entitled  in  the  nineteenth 
century  Cosimo  de  Medici  at  the  gates  of  Florence 
and  purchased  as  a  Michelangelo,  was  by  a 
sixteenth-century  sculptor,  so  that,  whatever 
topical  meaning  Coke  gave  to  the  work,  it  could 
not  have  been  intended  by  the  artist.  This  piece 
represented  the  Grand  Tourist's  homage  to  the 
sublime  Michelangelo.  It  is  by  Stoldo  Lorenzi 
and  its  subject  the  Grand  Duke  Cosimo  receiv- 
ing tribute  from  the  towns  of  Tuscany.6  Its 
Mannerist  character  would  not  have  been 
unattractive  to  a  generation  of  dilletanti  who 
particularly  appreciated  Parmigianino.  The 
other  relief  (No.  2)  represented  the  young 
milord's  enlightened  encouragement  of  con- 
temporary English  art.  It  is  by  Thomas  Banks 
who  was  resident  in  Rome  when  Coke  was 
there  ( 1  771-1 774).  The  subject  is  the  Death  of 
Germanicus  -  an  edifying  one,  as  was  Caractacus 
before  the  Emperor  Claudius,  the  other  Roman 
relief  by  Banks  with  a  Roman  subject  (No.  3). 

Caractacus  was  commissioned,  probably  in 
1774,  by  George  Grenville  (Earl  Temple  in 
1779  and  Marquis  of  Buckingham  in  1784), 
possibly  as  a  Fvoman  pendant  for  the  Greek 
subject  of  Alexander  and  the  family  of  Darius,  a 
relief  of  which  (perhaps  by  Scheemakers)  also 
adorns  the  hall  at  Stowe.  Caractacus  was  ship- 
ped to  England  in  1777  and  was  exhibited  at 
the  Royal  Academy  in  1  780. 7  Coke  probably 
knew  Grenville:  they  were  in  Italy  at  the  same 
time  and  both  (according  to  Horace  Walpole) 
in  love  with  the  Countess  of  Albany,  the 
Pretender's  Queen."  The  style  of  the  two  works 
is  not  the  same.  The  crowded  composition  of 
the  Caractacus  is  closer  to  the  conventions  used 
for  narrative  reliefs  on  Roman  sarcophagi, 
although  less  confused,  and  the  work  includes 
clear  quotations  from  noted  antique  statues." 
In  the  Germanicus  Banks  seems  more  con- 
cerned to  experiment  with  the  histrionic  man- 
ner of  his  friend  Fuseli  and  there  is  an  in- 
decorous degree  of  frenzy .  Banks  may  also  have 
modified  his  style  to  match  the  pendant  relief 
by  Stoldo  Lorenzi  for  the  figures  are  similar  in 
their  anatomical  pliability  and  insecure  poses, 
with  all  legs  bent,  including  those  of  the 
Klismos  chair.  Nevertheless  the  heroic  am- 


bitions of  Banks's  reliefs  are  comparable.  For 
Caractacus  Banks  follows  both  Tacitus  and 
William  Mason's  celebrated  play  (published  in 
1 759  and  performed,  in  an  adapted  version,  in 
1 776). 9  There  is  no  reason  to  suppose  that 
Grenville  had  a  topical  meaning  in  mind.  But 
one  might  suspect  something  of  the  sort  in  the 
case  of  the  Holkham  relief  because  there  is 
positive  evidence  for  such  topical  meanings  in 
the  two  other  reliefs  at  Holkham,  pendant  with 
the  Stoldo  Lorenzi  and  the  Banks  -  although 
admittedly  erected  at  a  later  date.  There  is  also 
evidence  that  Coke  entertained  other  ideas  for 
sculpture  which  involved  an  analogy  between 
antique  and  modern  history. 

Like  several  other  aristocratic  Whigs,  such 
as  Lord  Byron  and  Lady  Holland,  Coke  was  an 
admirer  of  Bonaparte.  In  a  letter  to  Coke  on  the 
eve  of  Waterloo  Roscoe  deplored  'the  grasping 
ambition  of  the  allies',  but  referred  to  the 
turbulent'  nature,  not  the  greed,  of  'that 
extraordinary  character',  Bonaparte. 10  After 
Waterloo  there  was  a  plan  for  Chantrey  to 
carve  a  statue  for  Holkham  of  the  exiled 
Emperor  (the  subject  was  painted  by  Haydon) 
with  an  inscription  lamenting  his  misfortunes, 
the  tone  of  which  might  have  been  somewhat 
veiled  from  some  visitors  to  the  house,  open  on 
occasions  then  as  now,  by  the  'decent  ob- 
scurity' of  the  latin,  and  by  the  erudite  refer- 
ence to  Admetus'  far  more  generous  treatment 
of  the  defeated  Themistocles."  The  public 
would,  however,  have  also  observed  a  bust  of 
Bonaparte,  companion  to  one  of  Fox  in  the 
drawing  room,  and  knowing  of  Coke's  pro- 
verbial devotion  to  Fox  they  would  have  drawn 
their  own  conclusions  from  the  equal  promi- 
nence of  the  Corsican's  bust.12  If  it  really  was  a 
statue  of  the  exiled  Napoleon  that  was  pro- 
posed (rather  than  a  relief)  then  the  only  place 
for  it  would  have  been  at  the  foot  of  the  grand 
stairs  -  where  William  Kent  had  originally 
intended  to  place  a  statue  of  Jupiter.  To  con- 
trast the  Prince  Regent  with  Admetus  and 
compare  Bonaparte  with  Themistocles  is  one 
thing.  It  comes  as  more  of  a  surprise  to  learn 
that  Coke  was  himself  likened  to  Socrates. 

In  response  to  Coke's  controversial  speeches 
at  a  County  Meeting  in  Norwich  on  5  April 
1817.  the  Reverend  George  Burges  published 
an  indignant  Tory  pamphlet,  deploring  Coke's 
sympathy  with  reformers  and  his  attack  on  the 
government's  suspension  of  Habeas  Corpus. 
Burges  in  the  course  of  his  argument  remarked 
that  all  governments  supported  by  'the  wisdom 
and  policy  of  antiquity'  opposed  innovations 
and  added  that: 
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2.  Thomas  Banks.  The  Death  ofGermanicus,  marble,  c.  i  774.  42  x  29  inches. 
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vcn  Socrates  himself,  mild  as  was  his  manner, 
\nd  cautious  as  he  was  of  injuring  the  sanctity 
if  received  notions,  especially  in  religious 
natters,  did  not  escape  censure.  ..." 

B  example  hardly  helped  Burges's  case  and 
comes  close  to  associating  himself  with 
:rates'  persecutors.  Not  surprisingly  the 
irerend  George  Glover,  Chaplain  of  the 
ig's  Whig  brother,  the  Duke  of  Suffolk, 
lying  for  his  friend  Coke,  made  much  of  this 
.sage,  pointing  out  that  Socrates  was  per- 
uted  not  for  the  reason  assigned  by  his 
■secutors,  but  for  his  criticism  of  a  corrupt 
ninistration.  Glover  continues: 

Indsir,  the  very  worst  governments  were 
101  quite  uniformly  supported  in  preference  to 
hange.  . .  I  haw  to  inform  you,  that  this  very 
jovernment  which  put  Socrates  to  death,  was 
tsell  overturned,  and  its  leaders,  as  then  well 
leserved,  to  a  man  imprisoned,  exiled,  or  put 
•o  death,  within  twelve  months  afterwards. 

Glover's  account  Socrates  becomes  a  proto- 
ie  for  Coke,  a  man  'uniformly  opposed  to  the 
ministration  of  that  time'  who  boldly  ex- 
sed  their  vices,  their  cruelties,  and  their 
dilations'. 14  A  'man  of  No-Party'  who  then 
tered  the  debate  with  a  third  pamphlet 
iderstandably  commented  that  the 
jverend  Gentleman's'  comparison  between 
ke  and  the  'Grecian  sage'  was  not  a  happy 
e: 

Certainly  it  has  never  occurred  to  us.  that 
Mr.  Coke  bore  any  very  strong  resemblance 
to  Socrates,  and  we  feel  that  the  simile  will 
not  appear  to  the  mass  of  his  readers  much 
more  correct  that  it  does  to  us. 1  s 

1  27  December  1824  Richard  Westmacott 
as  paid  for  a  relief  of  the  Trial  of  Socrates,  the 
ird  relief  in  the  series  of  four  in  the  great  hall 
Holkham  (No.  4).  The  cost  was  £361-6-0.  Of 
is  £1  50-0-0  was  paid  in  October  1821."' The 
irlier  payment  may  indicate  the  date  when 
ork  started  on  the  relief.  However,  a  letter 
lows  that  Glover  conceived  the  idea  of  the 
ork  by  21  July  i8i8.17The  pamphlets  would 
len  have  been  fresh  in  the  minds  of  Coke  and 
is  friends  and  enemies.  With  them  fresh  in  our 
linds  we  can  appreciate  Westmacott's  subject 
as  not  simply  an  episode  in  the  life  of  Socrates 
at  the  Whig  opposition  to  the  suspension  of 
abeas  Corpus  and  to  the  corruption  of  the 
dministration.  For  this  reason  he  illustrates 
le  trial  rather  than  the  more  striking  subject 
f  the  suicide  which  had  already  been  treated 
y  Westmacott's  friend,  the  greatest  of  Neo- 
lassical  sculptors,  Canova.  and  also  by  the 
reatest  Neo-classical  painter,  David, 
loreover,  in  looking  at  the  relief  as  Glover 
ould  have  wished  we  should  dwell  'with 
omplacency'  on  the  future  destruction  of  the 
Athenian  accusers  -  benign  enough  though 
hey  appear  to  be  in  Westmacott's  group. 
Vestmacott,  in  common  with  most  Neo- 
lassical  sculptors,  is  far  more  restrained  and 
ecorous  than  Banks  and  he  would  also  have 
een  happier  with  fewer  figures.  Waagen. 


judging  the  relief  by  the  standards  of 
Thorvaldsen,  admired  it  but  considered  the 
composition  'pictorial'.  He  also  complained  of  a 
heaviness  in  the  legs  of  some  figures  -  a 
frequent  fault  even  in  Westmacott's  mature 
reliefs.18 

Although  a  statue  of  Bonaparte  is  referred  to. 
it  was  perhaps  a  relief  that  was  projected,  and 
may  have  been  discussed  at  the  same  date  as 
the  Socrates  relief.  However,  not  long  after  the 
last  payment  for  Socrates  was  made,  Coke 
proposed  as  a  subject  for  the  fourth  relief  The 
Signing  oj  Magna  Carta.  Fox  is  portrayed  hold- 
ing Magna  Carta  in  the  bronze  statue  by 
Westmacott  erected  in  Bloomsbury  Square  on 
1  9  |une  18 16,  and  Foxite  Whigs  like  Coke  were 
fond  of  considering  themselves  as  defenders  of 
those  rights  which  the  barons  had  won  from 
the  tyrannical  King  John.  There  were  non- 
political  reasons  for  referring  to  Magna  Carta. 
William  Beckford  for  instance,  projected  a 
painting  of  this  subject  at  Fonthill  because  he 
claimed  descent  from  every  one  of  the  barons 
present.  But  when  the  Duke  of  Norfolk,  who 
was,  like  Coke,  a  Foxite  Whig,  invited 
Lawrence  to  paint  this  subject  he  was  not 
boasting  about  his  ancestors.  He  intended  a 
political  point  -  as  did  Sir  Francis  Burdett  when 
he  arranged  to  be  found  teaching  his  son  to 
translate  Magna  Carta,  by  the  authorities 
when  they  came  to  commit  him  to  the  tower.19 
Coke  approached  a  sculptor  not  a  painter  and 
in  selecting  Chantrey  he  was  no  doubt  follow- 
ing the  example  set  by  his  friend  the  Duke  of 
Bedford  whose  artistic  policy  was  to  patronise 
rival  sculptors  (Thorvaldsen  and  Canova; 
Chantrey  and  Westmacott).  Westmacott,  to 
judge  from  his  friendship  with  the  Hollands, 
would  have  been  sympathetic  to  the  Whig 
theme,  but  so  too  was  Chantrey,20  who  more- 
over became  a  personal  friend  of  Coke,  staying 
at  Holkham  for  the  shooting,  presenting  his 
host  with  his  bust,  gratis,  and  advising  on  his 
daughter's  flower  garden.21 

The  relief  of  The  Signing  of  Magna  Carta  was 
still  only  projected  when  the  Reform  Bill  agi- 
tation commenced.  Coke  was  one  of  the  most 
fervent  supporters  of  the  Bill  and  once  it  was 
passed  the  plan  was  modified  to  record  this 
great  triumph.  The  struggle  of  the  barons 
against  an  unconstitutional  monarch  had 
originally  been  conceived  of  as  generally  anal- 
ogous to  the  position  of  the  opposition  in  the 
1 820s,  but  now  the  plan  was  for  the  barons  to 
be  portraits  of  the  Whig  leaders  who  had 
championed  the  bill,  and  an  explicit  parallel 
was  thus  proposed.  There  were  two  aspects  of 
the  analogy  which  were  obviously  inexact.  The 
barons  were  securing  their  own  rights  whereas 
the  Whig  grandees  at  least  claimed  that  they 
were  securing  rights  for  others.  Secondly, 
William  iv  was  hardly  a  modern  King  John. 
Would  he,  perhaps,  take  offence?  On  24 
November  1832  Chantrey  was  confined  to  his 
room  with  a  bad  foot  amusing  himself  with 
ideas  for  the  relief  while  the  Whig  Duke  of 
Sussex  was  consulted  as  to  whether  or  not 
changes  should  be  made  to  oblige  his  brother 
the   King.22   Meanwhile   Glover   (now  an 


Archdeacon)  thought  up  an  expedient'  to 
'clear  away  every  Tory  Gnat  disposed  to  sting 
us'  and  outlined  this  in  a  letter  to  Lady  Anne 
Coke  on  30  December.  Why  not  make  it 
explicitly  modern  and  portray  William  iv 
attaching  his  signature  to  the  Reform  Bill? 
Without  criticising  Coke's  idea  which  departed 
from  all  Neo-classical  notions  of  high  art, 
Glover  made  it  clear  that  it  would  also  be  in 
'better  keeping'  not  to  give  modern  faces  to 
barons  in  chainmail.25  Coke  had  apparently 
expressed  his  hope  that  Chantrey  would  be  able 
to  show  the  relief  (or  at  least  the  plaster  model) 
at  the  next  Academy  exhibition,  so  there  was 
some  urgency  about  settling  the  matter.  The 
problem  with  Glover's  plan  was  that  it  seemed 
too  flattering  to  the  King,  who  although  not 
opposed  to  Reform  as  his  brother  George  IV  had 
been,  and  certainly  not  worthy  of  being  con- 
sidered a  modern  John,  was  never  an  en- 
thusiastic supporter  of  Reform. 

To  Glover's  great  distress,  the  Duke  of  Sussex 
wrote  to  him  from  Brighton  in  a  'tone  of  the 
highest  excitement'  declaring  himself  against 
Glover's  idea: 

let  it  remain  as  it  is.  Mr.  Coke  to  my  certain 
knowledge  proposed  the  subject  four  or  five 
years  ago,  even  before  the  Reform  Question 
was  mooted. .  .  . 

And  adding  that  to  show  William  iv  as  an 
active  promoter  of  the  Reform  Bill: 

would  so  contradict  Matter  of  Fact  and 
Notoriety  that  such  an  Alteration  would 
be  a  satire  if  not  a  libel. 

Glover,  reporting  this  to  Coke,  in  a  letter  of 
4  January  1833,  added  darkly  that  'something 
very  seriously  wrong  has  happened  at 
Brighton'.24  Clearly  Glover  believed  that 
Sussex  had  quarrelled  with  the  King  and  in  his 
excitement  welcomed  the  offence  implicit  in 
the  relief.  However,  Chantrey  shared  the 
Duke's  point  of  view.2S  At  Coke's  suggestion, 
the  matter  was  allowed  to  rest,  but  when 
finally  the  relief  was  begun  in  the  following 
year  Glover's  proposals  were  ignored.  The  relief 
was  paid  for  in  1840.  when  Chantrey  received 
three  hundred  pounds  -  after  some  discussion 
as  to  how  best  to  pay  a  friend. 2b  It  was  perhaps 
a  concession  to  Glover's  diplomatic  anxiety 
that  the  relief  was  never  exhibited  at  the 
Academy. 

On  the  left  of  the  relief  ( No.  5 )  we  see  the  King 
surrounded  by  his  guard.  Bathurst,  the  Whig 
Bishop  of  Norwich  (Coke's  old  friend  whose 
monument  was  to  be  one  of  Chantrey's  last 
works)  directs  his  attention  to  the  charter.  Of 
those  who  confront  the  King  the  most  pro- 
minent is  the  Duke  of  Sussex.  Behind  him 
stands  Coke  (at  last  made  Earl  of  Leicester  of 
Holkham)  and  his  heir.  Lord  Coke,  a  page  to  the 
Duke.  Lord  Holland's  profile  is  just  visible 
behind  Coke.  Bringing  up  the  rear  are  some 
spectral  horses  in  low  relief  and  (from  the  left) 
Lord  Dacre,  Lord  Lyndock  and  Sir  Roland 
Ferguson.  In  front  of  the  Duke  of  Sussex  Earl 
Grey  may  be  seen  leaning  on  his  sword,  and, 
squeezed  uncomfortably  between  them  are 
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j.  Thomas  Banks. 
Caractacus  before  the 
"Emperor  Claudius, 
marble,  1 774-1 777, 
76^  x  36  inches. 
Stowe  Park.  Buckinghamshire. 

Right. 

4.  RICHARD  WesTMACOTT. 

The  Trial  of  Socrates. 
marble,  182 1-1824, 
52  x  31  inches. 

Earl  Spencer  and  Lord  John  Russell  (holding  a 
scroll).  Chantrey  could  not  manage  to  tit 
everyone  into  a  naturalistic  group  and  to  the 
left  of  Lord  Grey  he  simply  presents  a  stiff  row  of 
profile  heads.  These  are,  from  left  to  right:  The 
Earl  of  Albemarle  (Coke's  neighbour  and 
father-in-law),  the  Hon.  E.  Ellice  (later  the 
husband  of  Coke's  widow).  Lord  Melbourne 
(heir  of  the  Lambs,  who  had  been  the  Cokes' 
man  of  business,  and  on  whose  advice  to  Queen 
Victoria  Coke  was  ennobled),  Lord  Denman, 
and  Lord  Brougham.  The  portraits  must  have 
all  been  recognisable  and  in  addition,  for 
posterity,  their  names  are  inscribed  beneath. 
Nothing  is  inscribed  below  King  John,  and  his 
face  and  attitude  and  those  of  his  guard  are 
impassive.  Chantrey  was  not  much  inclined  to 
portray  action,  but  the  lack  of  drama  here 
perhaps  reflects  an  awareness  of  Glover's  wor- 
ries. In  its  essentials  the  composition  is  similar 


5.  Francis  Chantrey. 
The  signing  of  Magna  Carta. 
marble,  1 834-1 840, 
56  x  33  inches. 


2IO 


and  perhaps  derived  from.  Westmacott's 
?rates. 

Too  much  care  could  not  be  taken  in  select- 

I  those  to  be  included  in  the  relief.  At 
nburn  the  busts  of  Fox's  staunchest  friends 
d  allies  had  been  assembled  around  their 
ider  in  the  Temple  of  Liberty  during  the  tirst 
ars  of  the  century,  but  after  the  Reform  Bill 
rd  Lauderdale  had  to  be  expelled  as  an 
)OState'  and  a  bust  of  Lord  John  Townshend 
stalled  instead.2"  We  do  not  know  how 
actly  the  list  was  arrived  at  for  Holkham.  but 
!  do  know  that  Glover  wanted  Sir  James 
aham  and  Viscount  Ebrington  (later  Earl 
rtescue)  included,  which  they  were  not.28 

II  the  first  two  reliefs  in  the  series  have  a 
xmdary  meaning  then  it  is  unlikely  to  be  as 
plicit  as  the  later  ones,  and  probably  more 
rsonal  than  political.  There  is  an  old  tradi- 
m  that  Fompeo  Batoni's  portrait  of  Coke 
taring  pink  Van  Dyck  costume  painted  in 
•74  in  Rome  was  given  to  him  by  the 
mntess  of  Albany  and  that  the  Vatican 
iadne    (then,    significantly,    known  as 
eopatra)  languishing  in  the  background 
ludes  to  her  love  for  the  beautiful  young 
Iglishman.29  Just  over  half  a  century  before 
is.  when  Coke's  great-uncle  Thomas  Coke, 
e  builder  of  Holkham.  had  been  on  the  Grand 
jur.  there  had  been  examples  of  the  in- 
oduction  of  his  portrait  into  history  pictures. 
1  the  saloon  there  was  originally  a  vast  picture 
;  Chiari,  The  Continence  of  Scipio, ,0  in  which 
tiomas  was  portrayed  as  Allucius;  and  The 
hjsian  Fields  by  Conca,  still  at  Holkham, 
lows  Thomas  as  Orpheus  -  a  most  suitable 
jise  for  one  who  made  the  woods  and  stones 
illow  his  wishes. 

When  Coke  of  Norfolk  inherited  Holkham  it 
as  far  from  being  a  barren  waste"  and  the 
alace  was  already  a  fabulous  collection  of 
easures  set  in  splendid  and  suitable  surround- 
lgs.  They  included  a  Book  of  Hours  which 
'as  a  wedding  present  of  Lorenzo  the 
lagniticent. 52  The  young  man  who  entered 
pon  this  might  not  inappropriately  be  com- 
ared  with  Cosimo  de  Medici  entering  upon  his 
lheritance. 

The  youth  only  became  heir  through  the 
arly  death  of  his  cousin  Lord  Coke.  This  Lord 
'oke  had  been  a  worthless  rake  in  the  eyes  of 
lis  bride,  Lady  Mary  Campbell,  but  in  his 
arents'  memory  he  was  esteemed,  as  is  evi- 
ent  from  the  panegyric  about  his  'piercing 
idgement'  which  they  placed  upon  his  tomb 
t  Tittleshall.  It  is  indeed  flattering  to  suppose 
hat  he  is  intended  by  Germanicus.  that  pro- 
mising young  Roman  who  did  not  live  to 
ecome  Emperor.  The  idea  would  have  pleased 
ord  Coke's  mother.  Coke  of  Norfolk's  great 
unt.  who  had  paid  for  the  Grand  Tour  of 
I'hich  the  relief  was  a  trophy. 


los.  1.2,4,  and  5  are  reproduced  by 
ind  permission  of  the  Trustees  of  the 
lolkham  Estate.  Norfolk. 
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NOTES 

1 .  C.  Vasari,  'Le  Vlte  de'piu  eccellenti  pittori,  scultori,  e 
architettori. . . .  1  s''8.  ed.  G.  Milanesi,  Iv,  Florence 

1 881.  p.  137. 

2.  II.  Honour.  Nco-classieism'.  Harmondsworth  I'jd.S. 

p.  78.' 

j.  Robert  I  Herbert,  'David:  Brutus',  Harmondsworth 
1 9  72,  passim. 

4.  Eugene  Plon,  Thorvaldsen:  his  Life  and  Works',  trans. 
C.  Hoey.  London  1 874.  pp.  27 if. 

5.  Burke  was  then  replaced  by  Sheridan.  The  group  was 
much  ridiculed  by  English  visitors  to  Italy  early  In  the 
nineteenth  century  -  a  numbei  ol  reactions  are  cited 
by  C.  F.  Bell.  'The  Annals  of  Thomas  Banks', 
Cambridge  1 1>  38.  pp.  28/. 

6.  The  relief,  which  has  been  cut  down  along  the  top. 
was  carved  for  Luca  Martini  as  a  pendant  for  Pierino 
da  Vinci's  Cosimo  founding  the  University  0]  Pisa 

(V  atican  Galleries)  which  Stoldo  Lorenzi  completed 
alter  Pierino's  death.  The  river-gods  represent  the 
\rno  and  Arbia.  the  latter  indicated  the  Siennese 
territories  fully  appropriated  by  Cosimo  in  I  SS5- 
llildegard  Utz,  Pierino  da  Vinci  e  Stoldo  Lorenzi', 
Paragone.  CCXI,  1967.  pp.  48-69. 

7.  W.  S.  Lewis  led..),  'Horace  Walpole's  correspondence', 
xxiv.  New  Haven  1967,  p.  102  and  xxxix.  New  Haven 
1974.  p.  180. 

8.  The  Belvedere  torso,  for  example,  is  the  starting  point 
for  Claudius's  pose.  See  ).  Kenworthy-Browne's 
excellent  entry  on  this  work  in  the  catalogue  of 'The 
Age  of  Neo-Classicism'  exhibition.  London  1972. 

p.  159. 

9.  As  in  Tacitus's  account,  the  Emperor  is  engrossed  by 
the  British  prisoner's  bold  appeal  to  his  generosity,  the 
Praetorian  guard  are  also  keenly  attentive  to  his  words 
and  his  person,  and  the  Empress  Agrippina  is  a  partner 
in  power  equally  eminent  on  the  dais.  What  Banks  has 
added  is  the  young  man  with  his  arms  crossed  who  has 
attracted  the  compassion  of  a  maiden  of  the  Imperial 
family,  and  also  the  embracing  woman  and  girl. 

).  Kenworthy-Browne  (op.  c/t.  in  note  8)  correctly 
observes  that  Mason's  play  does  not  include  the  scene 
illustrated  here.  This  however  was  a  consequence  of 
the  dramatist's  obedience  to  the  Aristotelian  unities, 
and  instead  the  episode  is  foretold  in  detail  by  Aulus 
Didius,  and  Caractacus  is  given  lines  which  rehearse 
his  future  defiance.  In  Mason's  play  Elidurus  (son  of 
Caractacus's  former  ally  Cartimandua)  together  with 
Caractacus's  daughter,  Evelina  accompany  Caractacus 
to  Rome  where  they  expect  to  meet  Caractacus's  wife. 
Evelina  and  the  latter  are  the  fused  females  in  Banks's 
relief,  whilst  the  young  man  is  Elidurus  (who  is  even 
described  in  the  play  as  modestly  hanging  his  head  and 
folding  his  arms  I. 
10.  Holkham.  MS  768.  letter  of  19  March  18 15  from 

William  Roscoe  to  T.  W.  Coke.  Microfilm  published  by 

E.P. 

i  i .  There  was  correspondence  with  Coke's  friend,  the 
Whig  Bishop  of  Norwich,  concerning  the  inscription, 
about  which  Archdeacon  Glover  and  Lord  Holland 
also  made  suggestions.  F.  Thisllethwayte,  Memoirs 
and  Correspondence  of  Henry  Bathurst'.  London 
1853.  p.  335.  Napoleon  himself  had  written  to  the 
Regent  after  his  defeat  requesting  that  he  be  treated 
like  Themistocles. 

1 2.  The  busts  are  described  as  being  in  that  position  in  the 
8th  edition  ( 1 808)  of  'The  Norfolk  Tour,  or  Traveller's 
Pocket-Companion'.  In  the  1 772  edition  busts  of  the 
emperors  Caracalla  and  Marcus  Aurelius  were  placed 
there. 

1  3.  The  Rev.  George  Burges.  A  letter  to  T.  W.  Coke.  Esq.. 
m.p.  on  the  tendency  of  certain  speeches  delivered  to 
the  County  Meeting,  in  the  Shire-hall,  Norwich,  on 
Saturday.  April  5.  18 1  7'.  2nd.  edition.  Norwich  181  7. 
pp.  39-40. 

14.  The  Rev.  George  Glover,  am.  An  Answer  to  a 
Clergyman's  letter  to  T.  W.  Coke,  Esq..  m.p.  on  the 
tendency  of  certain  speeches'.. 2nd.  edition.  Norwich 
1817.  p.  }l. 

15.  Anon..  'Observations  upon  the  Rev.  G.  Burges  s  letter 
to  T.  W.  Coke.  Esq..  with  remarks  on  the  Rev.  G. 
Glover's  Answer  by  a  Man  of  No  Party'.  Norwich 
1817.P.  55. 

16.  Holkham  Cashbooks.  microfilm  published  by  p.p. 
1  7.  Holkham.  MS747.  ii.  microfilm  published  by  k.p. 

18.  G.  F.  Waagen.  'Works  of  Art  and  Artists  in  England', 
iii.  London  1 838.  p.  29. 

19.  N.  B.  Penny.  The  Whig  Cult  of  Fox  in  Early 
Nineteenth-Century  Sculpture'.  Past  and  Present,  lxx, 
1976.  pp.  103-4.  discusses  the  use  of  Magna  Carta  in 
monuments  to  Fox.  The  Duke  of  Norfolk's  painting 
was  intended  for  Arundel  Castle  and  was  to  have  been 
25  feet  high.  K.  Garlick.  Sir  Thomas  Lawrence'. 
London  1954.  p.  8.  For  the  account  of  Burdett's  arrest 


see  \l  \\    Patterson.  'Si  1  Francis  Burdett  and  his  flmes 
( 1  770-1 844)'.  I.  London  1 9  5 1 ,  p.  271 .  Patterson 
strangely  comments  it  can  hardly  have  been  a 
pre-arranged  tableau'. 

20,  Chantrej  was  a  protege  of  the  radical  Home  Tooke, 
but.  for  obvious  reasons,  he  did  not  advertise  his 
politic  al  view  s,  and  his  pupil  Weekes  even  claimed  that 
'no  one  knew  what  were  his  polities'.  1 1.  U  eekes. 
Lectures  on  Art  .  London  1880.  p.  507.  However. 
Lord  Jeffrey  in  a  letter  to  Charles  Wilkes  in  April  1  822 
describes  Chan  trey  as  a  bit  of  a  Whig'  and  his  friend 
and  secretary  Man  Cunningham  as  a  'strict  Whig'. 
Cunningham's  view  of  Bonaparte  coincided  with 
Coke's.  In  his  three  volume  novel  of  1836.  Lord 
Roldan',  the  Emperor  figures  as  a  genius  over-addicted 
to  power,  but  never  losing  his  greatness  of  soul  and 
personal  generosity. 

2  1    Chantrey  was  a  frequent  guest  at  Holkham  and.  like 
Glover,  is  mentioned  in  the  game-books.  He  presented 
Holkham  with  a  relief  of  the  brace  of  woodcock  which 
he  killed  with  one  shot  in  the  winter  of  1829.  As  a 
testimony  of  his  friendship  he  presented  Coke  with  the 
bust  he  commissioned  in  1828.  His  relationship  to  a 
second  Francis,  who  catalogued  the  printed  books  for 
the  second  earl,  is  as  mysterious  as  is  the  connection 
between  Holkham's  architect.  William  Kent,  and  a 
series  of  tenants  of  that  name. 

22.  Letter  of  24  November  1832  from  Chantrey  in  an 
unreferenced  scrapbook  of  letters  and  newspaper 
cuttings  given  to  the  Holkham  library  by  C.  Keppel:  it 
contains  the  bookplate  of  Thomas  Robert  Keppel. 

2  5.  Letter  of  30  December  18  32  from  Glover  to  Lady  Anne 
Coke  in  the  same  collection. 

24.  Letter  of  4  January  1 83  3  from  Glover  to  T.  W.  Coke  in 
the  same  collection. 

25.  Letter  of  27  January  18  33  from  Chantrey  to 
T.  W.  Coke  in  the  same  collection. 

26.  Notes  in  the  same  collection. 

27.  The  Duke  of  Bedford  wrote  to  Carew  requesting  a 
replica  of  the  bust  of  Townshend  at  Petworth.  as 
reported  in  a  letter  from  Carew's  patron,  the  Earl  of 
Egremont,  f>  February  1833  to  Lord  Holland.  British 
Library  Add.  MS  51 725.  fol.  1 1  7. 

28.  Letter  cited  in  note  2  3. 

29.  The  tradition  is  recorded  by  A.  M.  W.  Stirling  in  her 
'Coke  of  Norfolk  and  his  Friends'.  1.  London  1908. 
pp.  108-9.  The  picture  was  then  at  Longford,  the 
Coke's  Derbyshire  seat.  Batoni's  props  do  sometimes 
look  as  if  they  might  have  a  private  significance  -  the 
curious  relief  in  the  portrait  of  George,  Lord  Haddo  of 

1  775  (Haddo  Housel  and  the  vase  relief  of  Hermes  and 
a  child  in  the  portrait  of  the  fifth  Duke  of  Devonshire  of 
1  768  (Chatsworth)  are  cases  in  point.  On  the  other 
hand  the  Vatican  Ariadne  appears  in  three  other 
portraits  at  least:  that  ol  Lord  Dundas  of  1  764  (at 
Aske).  that  of  William  Weddell  of  I  766  (at  Newby 
Hall),  and  that  of  John,  third  Lord  Monson  of  1  774  (at 
Burton  Hall). 

30.  It  remained  in  situ  in  181  7.  T.  Dawson.  The 
Stranger's  Guide  to  Holkham  .  Burnham  1817.  p.  10 1. 
James  Lees-Milne.  'Earls  of  Creation'.  London  1962. 

p.  2^8  describes  it  as  hanging  in  the  Saloon  but  its 
actual  whereabouts  is  unknown. 

31.  W.  0.  Hassall.  'Views  from  the  Holkham  Windows'  in 
'Tribute  to  an  Antiquary  -  Essays  presented  to  Marc 
Fitch',  ed.  Emmison  and  Stephens.  1 976.  p.  306. 

32.  'Illuminations  and  illustrations  in  the  manuscript 
library  of  the  Earl  of  Leicester',  ed.  W.  0,  Hassall. 
presented  to  the  members  of  the  Roxburghe  Club  by 
Lord  Leicester.  Oxford  1970.  Plates  99-104  and 
pp.  27-28. 
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I.  The  Shepherd,  engraved  by  Welby  Sherman  after  a  design  by  Samuel  Palmer.  1828.  108  x  78  to  79  mm.  Plate  size:  124  x  81  mm. 

212 


Welby  Sherman  and 
Samuel  Palmer  s  The  Shepherd 


Raymond  Lister 


Samuel  Palmer's  eirele,  'The  Ancients',  were  idealistic  young  men,  but  they  had  a  flawed 
character  among  them  in  the  engraver  Welby  Sherman.  He  was  weak,  a  gambler,  and 
perpetually  impecunious,  despite  attempts  by  his  friends,  especially  Palmer,  to  help  him 
achieve  some  sort  of  adequacy.  As  George  Richmond,  another  'Ancient',  confided  to  his 
diary  in  1827:  'He  was  a  fellow-student  of  ours,  but  did  not  turn  out  as  he  began  -  alas!'1 


A FEW  months  later  he  must  have  modified  his  opinion 
somewhat,  for  in  February  1828,  he  told  Palmer  in  a 
letter.  'Sherman  goes  on  well".2  But  such  was  Sherman's 
character  that  he  finally  repaid  many  kindnesses  by  fleecing 
Palmer's  weak  brother  William  of  nearly  five  hundred 
pounds  in  wagers  on  billiards  and  fleeing  to  France.' 

As  an  engraver  Sherman  worked  best  as  a  copyist  -  his 
only  original  engraving.  Samson  and  the  Lion,  is  un- 
impressive -  and  his  brother  'Ancients'  tried  to  help  him  by 
allowing  him  to  make  engravings  of  some  of  their  designs; 
these  included  a  mezzotint,  Evening,  made  in  1834  after  a 
small  panel  picture  by  Palmer.4  This  rare  print  vividly 
exemplifies  Sherman's  skill  as  an  engraver,  for  he  has 
conveyed  the  very  essence  of  Palmer's  painterly  qualities. 
Another  print  possibly  engraved  by  Sherman  is  the  little 
wood-engraving  Harvest  under  a  Crescent  Moon  (c.  1826). 

The  most  elusive  of  Sherman's  engravings  after  Palmer 
was  The  Shepherd,  long  thought  to  have  vanished  without 
trace.5  Palmer  refers  to  it  in  a  letter  to  Richmond  of  24  June 
1828:  'If  Mr.  Sherman  have  finish'd  his  print  he  needs  not 
wait  till  I  see  it,  but  may  bring  it  out  directly  if  he  please,  as 
the  more  copies  are  sold  the  sooner  the  plate  will  be  his  own . . . 
with  respect  to  finishing  the  shepherd  ...  I  am  sure  he  may 
apply  to  Mr.  Linnell's  kindness  for  advice'.''  Richmond  adds 
a  note:  'Sherman's  print  of  Mr.  P's  "Shepherd"  to  be 
published  immediately'.7 

Despite  discrepancies  in  date  1  formerly  thought  that  by 
'the  Shepherd'  Palmer  must  have  meant  Evening,  which 
depicts  a  shepherd  resting  with  his  flock,  but  my  opinion  was 
changed  by  the  appearance  last  year  at  Sotheby's  of  two 
impressions  of  another  Sherman  engraving.  These  belonged 
to  descendants  of  Richmond,  who  have  always  understood 
that  they  were  by  Sherman  after  a  design  by  Palmer,  in  fact 
'the  Shepherd'  in  Palmer's  letter  and  Richmond's  note. 

The  engraving  was  reproduced  in  the  Print  Collector's 
Quarterly  in  1 9  3 1  with  a  brief  comment  by  Campbell 
Dodgson,x  who  said  it  was  by  Sherman  and  belonged  to 
Richmond's  grandson.  He  continued:  'The  engraving, 
obviously  amateurish  but  not  without  a  certain  charm,  is 
printed  ...  on  India  paper,  and  has  a  wide  blank  space  at  the 
foot  of  the  subject.  The  engraver  did  not  know  how  to 
distinguish  clearly  between  sea  and  sky.  and  fault  is  easily 
found  with  his  anatomy.  The  design  shows  the  influence  of 
Richmond  himself . . .  and  may  probably  be  ascribed,  like  the 
Samson  to  the  year  1827'. 

Its  conception  is  close  to  Richmond's  engraving,  The 
Shepherd.  The  anatomy  of  both  figures  is  similar,  although  in 
the  Sherman  plate  it  is  less  delicate,  and  the  position  of  the 
left  arm  grasping  the  crook  is  almost  the  same  in  each  case. 
Yet  such  resemblances  alone  are  an  unsure  guide  to 
authorship  in  a  group  so  mutually  influenced  as  'The 
Ancients'.  Indeed,  there  are  strong  reasons  for  seeing 


Palmer's  rather  than  Richmond's  hand  in  this  design,  and 
these,  taken  with  the  Richmond  family  tradition  that  it  is  by 
Palmer  leave  little  doubt  about  it. 

The  resemblance  of  Sherman's  shepherd  to  Richmond's  is 
largely  counterbalanced  by  its  awkward  anatomy,  and  this 
alone  strengthens  the  view  that  the  present  design  is 
Palmer's  for,  unlike  Richmond,  he  was  not  a  good  anatom- 
ist.9 The  hands,  for  example,  vividly  contrast  with  the 
delicate  hands  of  the  Richmond  figure:  in  the  Sherman  plate 
they  are  robust,  similar  to  those  of  the  main  figure  on  page  9 
of  Palmer's  1824  Sketch-book,  which  also,  like  the 
Shepherd,  has  its  head  resting  in  its  right  hand  -  a  pose  that 
occurs  several  times  in  Palmer's  work  (for  instance  in  The 
Valley  thick  with  Corn  and  The  Sleeping  Shepherd).  Further, 
there  are  resemblances  between  the  positions  of  the 
shepherd's  left  leg  and  the  right  leg  of  the  Sketch-book 
figure.  Finally,  the  strongly-developed  musculature  of  the 
shepherd  is  paralleled  in  several  more  studies  in  the  Sketch- 
book.10 

Crudities,  unusual  in  the  work  of  an  experienced  crafts- 
man like  Sherman,  abound.  In  addition  to  faults  noted  by 
Dodgson.  there  are  many  malburins.  most  obviously  across 
the  shepherd's  left  arm  and  leg:  the  representation  of  the 
moon  is  maladroit:  the  foreground  and  hummock,  which 
might  in  a  better  engraving  have  afforded  further  evidence 
of  Palmer's  authorship,  is  muddled:  the  outlines  of  the  legs 
are  crude  and  heavy,  and  the  modelling  of  the  body  is 
incomplete.  In  suggesting  in  his  letter  of  24  June  1828.  that 
Sherman  should  seek  Linnell's  advice.  Palmer  seems  to 
imply  that  he  was  having  difficulty.  That  there  is  no 
reference  to  it  after  Palmer's  1828  letter,  when  it  was 
unfinished,  reinforces  the  supposition  that  Sherman 
bungled  the  work  and  discarded  it. 

With  all  its  shortcomings  this  extremely  rare  engraving  is 
of  considerable  importance,  for  it  is,  I  am  convinced,  the 
'missing'  engraving  after  Palmer,  and  as  such  repairs  a  gap 
in  the  records  of  his  early  work. 

NOTES 

1 .  A.  M  W.  Stirling.  The  Richmond  Papers'.  1 926.  p.  20. 

2.  K.  Lister  (ed.).  The  Letters  of  Samuel  Palmer'.  Oxford  1 974  1 1 97Sl- 
p.  20. 

K.  Lister,  ibid.:  Samuel  Palmer  a  Biography'.  1 974  ( 1 975],  pp.  84-86. 
4    Letters',  p.  442.  The  painting  is  now  lost.  Geoffrey  Grigson  (  Samuel 
Palmer').  1947.  p.  190)  was  not  sure  if  the  mezzotint  was  taken  from  a 
picture,  but  we  have  A.  H.  Palmer's  authority  for  it. 

5.  Grigson.  p.  169. 

6.  'Letters',  pp.  22-2  }. 

7.  Grigson.  he.  cit. 

8.  Volumexvm. pp.  198-199. 

9.  Cj.  Samuel  Palmer's  Sketch-book  1 824'.  a  facsimile.  Trianon  Press, 
1962,  pp.  27.  29  etc. 

10.  C/., pp.43.  53-  134.  135- 
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I .  Oak  coffer,  with  ark-shaped  lid  and  gable  ends,  a  mediaeval 
structural  type  that  persisted,  and  this  example  is  probably 
early  or  mid-sixteenth  century.  National  Museum  of  Wales. 


Above  right. 

2.  Early  seventeenth-century  oak  chest,  with  dragon  head  motif 
on  acanthus  scrolls,  carved  on  the  top  rail  of  the  panelled  front. 
The  split  balusters  applied  to  the  end  stiles  may  be  of  later  work 
than  the  carved  decoration.  Of  west  country  or  Welsh  origin. 


3.  Dower  chest  in  oak  of  joined  construction,  with  panelled  front 
and  sides  and  ark-shaped  lid;  marked  with  the  initials  l.a.k.a.' 
and  the  date  '  1 6 7 1 '.  Museum  of  Welsh  Antiquities,  Bangor: 
Plas  Penrhyn  Collection. 


Right. 

4.  A  press  cupboard  or  tridarn  in  oak  with  three  tiers.  From 
Llanberis,  Caernarvonshire.  The  initials  r.c.'  and  the  date 
'1695'  are  carved  on  the  arcaded  panel  on  the  middle  tier. 
National  Museum  of  Wales,  Welsh  Folk  Museum. 
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.  Early  nineteenth-century  bureau  cabinet  in  oak,  inlaid  with 
hequer  patterns,  and  inscribed  with  the  initials  'w.w.'  and  the 
ate  '1805'.  By  William  Williams,  cabinet-maker,  Llandovery, 
armarthenshire.  National  Museum  of  Wales. 

1.  (.'best  with  drawers  below,  on  a  stand  with  turned  legs  and 
ttrved  stretchers.  Made  of  pine,  inlaid  with  a  slender  floral 
lattern  in  sycamore  and  dated  '  1  7  ^4'.  From  Milford  Haven, 
'embrokeshire.  National  Museum  ot  Wales,  Welsh  Folk  Museum. 


Furniture  made  in  Wales  since  the  Middle  Ages 
has  generally  resembled  the  character  of 
contemporary  English  work,  after  a  time-lag  of 
a  century  or  so,  though  modified  by  the  Welsh 
craftsman's  innate  austerity  of  taste,  conveyed 
by  cautious  and  restrained  use  of  ornament. 

Welsh  Furniture 

John  Gloag 

From  remote  tribal  origins  in  ancient  Britain,  the  Welsh 
have  preserved  a  distinctive  national  identity;  they  are 
still  a  separate  nation;  an  etiological  tact  acknowledged  by 
discerning  historians  and  anthropologists.  As  Mr.  David 
Elliston  Allen  observes  in  his  study  of  British  regional  tastes: 
'Wales  is  indisputably  a  region  of  its  own,  a  foreign  country 
even  as  far  as  England  is  concerned,  with  absolutely  no 
argument  about  where  it  begins  or  ends  It  is  moreover 
a  country  directly  though  tenuously  linked  with  the  days 
when  Britain  was  the  far  western  outpost  of  the  Roman 
Empire,  though  the  population  was  never  effectually 
Romanised,  and  the  rich,  melodious  Welsh  language, 
initially  derived  from  the  ancient  British  tongue,  has 
survived.  As  Mr.  Allen  points  out,  Wales  has  Celtic  roots, 
and  'over  a  wide  range  of  characteristics  its  affinities  are 
essentially  with  Scotland'.  With  that  country,  the  Welsh 
share  what  Mr.  Allen  calls  the  'little-known  phenomenon, 
the  "Celtic"  bed.  Shorter  and  wider  than  the  English  bed, 
typically  four  feet  by  five  feet  nine  inches  (though  the  length 
now  tends  to  be  extended,  to  keep  pace  with  the  larger  size  of 
the  people),  this  traditionally  matched  bed-space  a  chest-like 
hole,  found  in  farm  cottages  and  reproduced  in  tenement 
flats'  compelled  British  mattress  makers  to  install  an  extra 
production-line  'to  cater  for  "Celtic"  demand'.2 

One  article  popularly  associated  with  Wales,  is  the  dresser 
with  a  super-structure  of  open  shelves.  Since  the  mid- 
nineteenth  century  this  has  been  called  a  Welsh  dresser, 
though  comparable  types  with  a  pot-board  raised  a  few 
inches  above  floor  level,  and  three  or  more  drawers  below  a 
flat  dressing  board,  were  common  alike  in  Wales,  the 
adjacent  counties  and  the  north  Midlands  from  the  seven- 
teenth century  to  the  late  Victorian  period.  Sometimes  the 
lower  part  was  enclosed  by  cupboards  with  shelves  inside 
and  a  row  of  drawers  above  the  cupboard  doors.  The  term 
Welsh  dresser  apparently  came  into  use  in  the  mid- 
nineteenth  century,  but  there  is  no  reason  for  assuming  that 
such  articles  originated  in  Wales,  though  they  certainly 
exhibit  'more  variety  and  individuality  in  the  Principality 
than  elsewhere'.'  Comparable  types  in  Lancashire  and 
Yorkshire,  seem  to  have  originated  as  farmhouse  kitchen 
fixtures  in  the  seventeenth  century  though  they  probably 
evolved  earlier. 

Some  mediaeval  forms  persisted  for  centuries,  notably 
coffers  of  boarded  construction,  like  the  example  from 
Llantrisant,  Glamorgan,  in  No.  1.  with  an  ark-shaped  lid 
and  gable  ends.  That  lid  when  detached  and  inverted  was 
possibly  used  as  a  hand  barrow,  with  carrying-poles  kept 
in  place  by  v-shaped  notches  at  each  end.4  The  term  'ark' 
was  current  in  Wales,  Cheshire  and  Lancashire.  In  1557  the 
Will  of  William  Tarbock.  of  Tarbock.  bequeathed  to  his  heirs 
all  the  old  arks  and  also  ij  gret  arks  standinge  in  the 
nursarie.  .  .'.s  The  large  oak  dower  chest  in  No.  3.  with 
panelled  front  and  sides  and  ark-shaped  lid.  exhibits  greater 
structural  sophistication  than  the  earlier  specimen  in  No.  1 . 
It  bears  the  date  '1671'  and  the  initials  'l.a.k.a.'  which  are 
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those  of  Lewis  Anwyl  and  Katherine  Anwyl  of  Park. 
Llanfrothen.  and  is  now  in  the  Museum  of  Welsh  Antiquities 
at  Bangor. 

National  characteristics  are  not  identifiable  in  the  struc- 
tural technique  of  furniture  made  in  Wales,  but  some  detail 
of  ornament  may  suggest  a  Welsh  origin,  such  as  the  dragon 
head  motif  on  the  elongated  acanthus  scrolls,  carved  on  the 
top  rail  of  the  early  seventeenth-century  chest  in  No.  2. 
The  Welsh  dragon,  variously  depicted,  differs  little  from 
the  heraldic  amalgam  of  bird,  animal  and  reptile,  that  is 
frequently  borne  in  crests  and  charges.6  Carvers  took 
liberties  with  such  heraldic  prototypes,  adapting  them  to 
create  some  decorative,  grotesque  or  even  hilarious  effect. 

Oak  was  generally  used  for  case  furniture:  walnut  very 
seldom,  fruit  woods  occasionally,  also  softwoods  such  as 
pine.  Simple  geometric  patterns  were  inlaid  to  diversify 
surfaces,  conveyed  by  lines  of  box  or  pearwood.  cherry,  holly 
and  beech,  often  dyed  black  to  simulate  ebony,  as  on  the 
door  of  the  central  part  and  the  frieze  below  the  cornice  of 
the  tridarn  in  No.  4.  The  mid  eighteenth-century  chest  with 
drawers  below,  mounted  on  a  stand  with  turned  legs  and 
curved  front  stretchers  in  No.  6.  is  of  pine,  inlaid  on  the  front 
surfaces  with  attenuated  though  elegant  floral  patterns  in 
sycamore.  The  oak  bureau  cabinet  in  No.  5,  is  discreetly 
inlaid  with  chequer  patterns,  and  the  maker  has  been 
identified  as  William  Williams,  a  joiner  of  Llandovery, 
where,  according  to  local  tradition,  a  school  of  inlay 
formerly  flourished."  Surface  variation  was  frequently  used 
instead  of  carved  ornament,  as  on  the  doors  of  the  tridarn 
I  No.  4 1,  the  press  cupboard  ( No.  7 ).  and  the  fielded  panels  of 
the  oak  chest  (No.  8). 

Although  carved  ornament  is  used  sparingly,  it  is  always 
boldly  assertive:  emphatic,  well-balanced  and  crisply  ex- 
ecuted, never  intricate  or  fussy.  The  door  panels  that  flank 
the  dated  central  panel  of  the  tridarn  in  No.  4.  have  a  simple, 
interlaced  incised  device,  and  those  on  the  deuddarn  in 
No.  9,  though  more  elaborate  are  free  from  excessive 
complexity.  The  panels  on  the  mid  seventeenth-century  oak 
chest  (No.  10)  are  filled  by  deeply  carved  lozenges  and 
interlacing  scrolls,  with  lunette  ornament  on  the  frieze 
above. 

That  space-saving  article,  the  corner  cupboard,  was 
probably  made  in  Wales  as  early  as  the  sevenfeent h  century, 
but  with  solid  doors:  several  generations  passed  before  it  was 
promoted  from  a  mere  storage  device  and  attained  the  status 
of  a  display  cabinet,  with  glazed  doors  and  shelves  for  china 
and  glass,  like  the  oak  example  in  No.  1 1 .  Corner  cupboards 
are  included  in  many  Welsh  inventories  in  the  first  half  of 
the  eighteenth  century.8 

A  most  instructive  assembly  of  Welsh  furniture  is  in  the 
National  Museum  of  Wales,  and  from  that  collection,  with 
the  exception  of  Nos.  2  and  3,  the  accompanying  illus- 
trations have  been  reproduced. 


NOTES 

1 .  British  Tastes',  by  D.  Elliston  Allen.  London:  Hutchinson.  1968. 
Chapter  IV,  page  86. 

2.  Ibid.,  page  87. 

3.  'Welsh  Furniture',  by  L.  Twiston-Davies  and  H.  J.  Lloyd-Johnes. 
Cardiff:  University  of  Wales  Press.  1950.  'The  Dresser',  pages  28-29. 

4.  Ibid.,  page  1 9  and  caption  to  plate  53. 

v  Transactions  of  the  Historic  Society  of  Lancashire  and  Cheshire.  Session 
1 88 1-1882.  Vol.  xxxiv.  Liverpool:  Adam  Holden.  1883.  Notes  on  the 
History  of  Huyton'.  page  119. 

6.  'The  Manual  of  Heraldry',  by  Francis  J.  Grant.  Rothesay  Herald. 
(Edinburgh:  John  Grant.  1924.)  Entry:  dragon',  page  78. 

7.  'Welsh  Furniture',  page  1 4  and  caption  to  Fig.  2  1 . 

8.  Ibid.,  pages  4  and  5. 


7.  Press  cupboard  in  oak  with  fielded  panels  in  a  moulded 
framework,  and  three  drawers  above  the  three  doors  of  the 
lower  part.  Mid-eighteenth  century.  National  Museum  of  Wales. 

8.  Oak  chest,  with  three  drawers  in  base,  and  bracket  feet  in  front. 
c.  1740.  The  oak  was  grown  at  Cwm-back,  Aberdare.  Glamorgan. 
Xational  Museum  of  Wales. 
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to.  Mid  seventeenth-century  oak  chest,  with  the  frieze  rail 
ornamented  with  interlaced  lunettes,  and  the  panels  with  deeply 
carved  lozenges  and  interlaced  scrolls.  National  Museum  of  Wales. 
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Some  rare  prints  on  Worcester  Porcelain 
and  their  sources 


The  Work  of  James  Ross  and  Robert  Hancock 


Norman  Stretton 


Chance  and  investigation  play  an  equal  part  in  determining  the  engraved  sources  for 
designs  on  English  porcelain.  In  this  article,  Mr.  Stretton  traces  the  connection  between 
the  work  of  James  Ross,  apprenticed  to  the  Worcester  Porcelain  Company  in  1765,  and 
a  book  of  engravings  published  by  Robert  Sayer  in  1771. 


A book  of  engravings  published  by  Robert  Sayer  on 
20  March  i  771  has  the  title  'A  Collection  of  Figures 
and  Conversations'  and  includes  'Cattle,  Birds,  Beasts  and 
Landskips,  Neatly  Engraved  on  Seventy-two  Copper  Plates 
from  Vernet.  Boucher,  Bergham.  Barlow,  etc.'.  James  Ross, 
apprenticed  to  Robert  Hancock  at  the  Worcester  Porcelain 
Company  in  1 765,  used  some  of  the  designs  in  the  book  as 
can  be  seen  from  a  jug  formerly  in  the  Wallace  Elliott 
Collection1  decorated  with  three  overglaze  black  transfer- 
prints  one  of  which  has  the  signature  'Ross  Sculp  Worcester' 
(No.  1 ).  These  three  are  copied  from  engravings  on  the  first 
two  pages  of  'A  Collection  of  Figures  and  Conversations'. 
The  source  of  the  signed  print  on  the  Wallace  Elliott  jug  is 
shown  (No.  2),  the  two  other  designs  on  the  jug  are  not 
signed  but  are  identical  with  the  scenes  in  Nos.  }  and  4. 

The  subjects  from  the  Vernet  paintings  which  appear  in 
the  book  are  grouped  two  to  a  page  and  the  scene  on  the 
lower  half  of  the  second  page  is  illustrated  in  No.  5.  This 
design  has  not  previously  been  recorded  on  pottery  or 
porcelain,  but  has  now  come  to  light  on  a  Worcester 
porcelain  mug  (No.  6)  recently  acquired  by  the  writer.  It 
follows  very  closely  the  source  engraving  in  the  book  and. 
like  the  three  prints  on  the  Wallace  Elliott  jug.  may  be 
attributed  to  James  Ross. 

It  is  interesting  to  note  that  further  Vernet  subjects  on 
pages  four  and  five  of  the  book  are  used  on  a  Wedgwood 
cream  ware  bowl  printed  by  Guy  Green  of  Liverpool.  As  the 
bowl  is  also  decorated  with  a  portrait  inscribed  'Lord  Rodney 
Rear  Admiral  of  England'  it  must  date  from  1  782  or  later  as 
Rodney  did  not  become  a  Baronet  until  that  year.  One  is  led 
to  speculate  whether  James  Ross  supplied  some  engraved 
copper  plates  to  Guy  Green  for  use  at  his  transfer-printing 
establishment.  This  he  could  have  done  as  at  some  time 
subsequent  to  completion  of  his  apprenticeship,  which 
would  have  been  in  1  772,  he  worked  on  his  own  account 
being  a  prolific  engraver  of  bill  heads,  trade  cards,  and  the 
like  for  the  merchants  of  Worcester  and  neighbourhood, 
and  also  of  topographical  views.  His  own  trade  card  states 
that  he  performed  'Engraving  in  General,  Drawings  of 
Gentlemen's  Seats,  etc.'. 

Documentary  examples  of  Ross's  engravings  on 
Worcester  porcelain  include  one  of  the  Arms  of  the  Grand 
Lodge  of  England'  which  is  signed  "/•  Ross  Vigorniensis 
Sculp.',  the  copper  plate  for  which  is  in  the  Dyson  Perrins 
Museum  at  Worcester.  A  mug  printed  from  this  copper  plate 
was  in  the  Capell  collection  when  it  was  sold  in  1965.2  No. 
7  illustrates  a  mug  decorated  with  this  masonic  print 
which,  although  unsigned,  may  be  attributed  to  Ross.  Also 
of  masonic  interest  are  two  signed  designs  by  James  Ross  of 
Freemason's  Emblems  in  the  form  of  Obelisks  w  ith  Globes 
which  are  frequently  used  in  conjunction  with  the  Arms  of 


the  Grand  Lodge'.  The  original  copper  plates  for  these  twt 
designs  are  also  in  the  Dyson  Perrins  Museum,  and  print! 
from  them  are  illustrated  in  the  1877  edition  of 'A  Centurj 
of  Potting  in  the  City  of  Worcester'  by  R.  W.  Binns.  Rober; 
Hancock  also  engraved  this  subject  but  with  minor  varia 
tions  in  the  globes,  the  fallen  masonry  and  other  details.  1 
Other  recorded  examples  of  the  work  of  Ross  01 
Worcester  porcelain  are  a  two-handled  mug  with  A  View  0 
Worcester  Old  Bridge  which  is  inscribed  '/.  Ross  1799''  and ; 
pint  mug  with  a  design  showing  Smugglers  Sitting  on  Cask, 
the  print  being  signed  'Ross  Worcester  Sculp.'.4  Thii 
whereabouts  of  the  first  mug  is  not  known  and  the  seconmi 
mug  was  unfortunately  destroyed  with  the  other  exhibits  qli 
pottery  and  porcelain  when  the  Alexandra  Palace  caugh 
fire  in  1873.  It  is  possible  that  the  engraving  Smugglers 
sitting  on  Casks  was  taken  by  Ross  from  a  Vernet  subject  iilA 
Figures  and  Conversations',  page  ten  of  which  has  a  scenB 
depicting  casks  being  unloaded  on  a  deserted  shore  with  m 
man  sitting  on  a  cask  while  others  are  being  rolled  along  tflj 
be  taken  away  by  horses  (No.  8).  As  already  mentioned 
Ross  used  this  work  as  a  source  for  a  number  of  hifl 
engravings. 

A  previous  article  in  this  magazine*5  drew  attention  to  I 
Drawing  Book'  much  used  by  Liverpool  engravers  fofl 
decoration  on  creamware  and  tin-glazed  tiles.  The  book  waP 
published  in  1  756/7  by  John  Bowles  of  Cornhill,  London 
and  Robert  Hancock  of  Worcester  used  two  of  thl 
engravings  to  decorate  a  bell-shaped  Worcester  mug  cm 
1765  in  date,  with  lilac  prints  of  The  Bird's  Nest  (No.  9)  anfl 
Sportsman  and  Girl  (No.  10),  both  designs  being  verm! 
uncommon  on  ceramics.  The  origin  of  these  prints  has  nol 
previously  been  recorded,  although  it  was  known  that  Tim 
Bird's  Nest  was  adapted  from  a  painting  by  BouchejB 
Hancock,  to  whom  the  British  Museum  Cataloguv 
attributes  the  engravings,  made  use  of  the  Bowles  Drawinfi 
Book,  the  subject  as  it  appears  there  is  shown  in  No.  1 1  anil 
it  will  be  seen  that  the  print  on  the  Worcester  mug  follows  ifli 
very  carefully.  On  the  same  page  is  Sportsman  and  Girl  (Noli 
12)  and  Hancock  has  again  copied  the  design  almosl 
exactly. 

The  Drawing  Books  of  the  eighteenth  century,  especiall  I 
those  published  by  Robert  Sayer  and  John  Bowles,  hav  I 
proved  to  be  sources  from  which  many  engravers  of  th  I 
copper  plates  used  for  transfer-printed  ceramic  decoratioi 
derived  their  inspiration. 

NOTES 

1.  Sold  at  Sotheby's.  2  s  May  193H.  lot  190. 

2.  Sold  at  Sotheby's.  16  February  196^.  lot  10?. 

Merton  Thorns  Sale.  Christie's.  10  February  1910.  lot  10. 

4.  'Alexandra  Palace  Catalogue  of  a  Loan  Collection  of 
English  Pottery  and  Porcelain'.  187?.  item  1721. 

5.  The  Connoisseur.  August  1976. 
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3-  'Figures  and  Conversations',  plate  I,  upper. 


6.  Worcester  mug. 
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I  o.  Worcester  mug.  Sportsman  and  Girl. 


i  2.  Bowles'  Drawing  Book'.  Sportsman  and  Girl. 


A  new  museum  for  London 

Philippa  Glanville 


THE  Muskum  or  London,  opened  in 
December  1976,  is  one  of  the  few  large 
post-war  museums  to  have  a  completely  new 
building  planned  specifically  for  its  purpose.  Its 
overriding  theme  -  the  biography  of  the  capital 
-  is  emphasised  by  its  position  in  the  Barbican, 
on  the  edge  of  the  earliest  permanent  settle- 
ment; the  Roman  gallery  looks  down  onto  a 
stretch  of  the  City  wall  first  erected  c.  200  ad. 

Although  the  name,  site,  building  and  or- 
ganisation of  the  Museum  are  new.  it  owes  its 
origins  to  two  long-established  London  in- 
stitutions: the  Guildhall  Museum,  established 
by  the  Corporation  of  London  in  1 826  and  the 
London  Museum,  founded  under  royal  and 
private  patronage  in  1 9 1 1 .  The  collections 
merged  in  June  1975  to  form  the  Museum  of 
London,  a  new  institution  for  Greater  London, 
financed  jointly  by  the  Treasury,  the  Greater 
London  Council  and  the  Corporation. 

The  primary  theme  of  the  museum  is  the 
story  of  London  from  the  earliest  prehistoric 
settlement  to  the-  present  day;  the  objects 
exhibited  were  chosen  principally  as  illus- 
trations to  this  biography.  This  emphasis  en- 
sures that  the  Museum  of  London  galleries  are 
by  no  means  merely  a  marriage  of  the  two 
earlier  exhibitions  -  indeed  the  new  approach 
may  well  disappoint  old  friends  of  the  Guildhall 
Museum  and  London  Museum.  Inevitably 
some  of  the  well-known  strengths  of  the  two 
collections  -  glass,  pottery  and  in  the  case  of 
the  London  Museum  theatrical  and  royal 
costume  -  are  only  hinted  at  in  the  new  gal- 


leries but  a  wide  range  of  unfamiliar  material  is 
on  show. 

Some  objects  are  out  for  the  first  time  since 
the  London  Museum  at  Lancaster  House  closed 
in  1959:  the  Georgian  rotunda  contains  a 
printing  press  and  the  popular  double  cell  from 
Well  Close.  Recent  London  excavations  have 
produced  some  outstanding  Roman  sculptures 
and  stoneware  and  experimental  porcelain 
from  John  Dwight's  pottery  at  Fulham.  The 
Victorian  and  later  galleries  are  largely  con- 
structed around  objects  collected  specifically 
for  the  Museum  of  London,  such  as  the  door  to 
Astley's  Hippodrome  and  a  series  of  London 
shop  and  office  interiors.  Visitors  familiar  with 
the  old  museums  will  miss  the  displays  of 
costume,  pottery  and  glass,  but  the  reserve 
collections  will  almost  all  be  stored  within  the 
new  building  and  available  for  study  later  in 
the  year. 

With  a  few  exceptions  (the  entrance  hall,  the 
Treasury  and  special  exhibition  area)  the 
galleries  were  designed  by  Higgins,  Ney  and 
Partners  in  association  with  Powell.  Moya  and 
Partners  who  were  architects  for  the  whole 
building.  A  team  of  an  architect,  interior 
designer  and  graphic  designers  created  en- 
vironments to  enhance  the  story  being  told  in 
the  displays  and  employed  space,  colour  and 


1.  Relief  of  the  four  Mother  Goddesses  found 
reused  as  building  material  in  the  late  Roman 
riverside  wall. 
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light  to  evoke  without  pastiche.  Within  the 
period  zones  there  is  enormous  diversity  of 
flavour  and  emphasis,  dictated  partly  by  the 
nature  of  the  objects  and  partly  by  the  special- 
ised interests  and  historical  preferences  of  the 
individual  Keepers,  but  an  overall  unity  has 
been  maintained  in  proportions  and  treatment 
of  surfaces  and  graphics.  Each  gallery  evokes 
its  period  through  spatial  relationships,  wall 
colours  and  floor  coverings;  the  Roman  gallery 
is  open  and  relatively  light,  giving  a  sense  of 
spaciousness  whereas  the  Tudor  area  is  cramp- 
ed, rich,  colourful  and  almost  claustrophobic. 


2.  One  of  the  four  Civic  Virtues,  erected  c.  1430 
in  niches  of  the  facade  of  the  Guildhall  porch. 


5.  The  1'arr  Pot:  Venetian-type  lattimo  glass 
mounted  in  Knglish  silver-gilt.  London  1  546. 
Knamelled  on  the  lid  are  the  arms  of  Sir  William  Parr, 
uncle  and  chamberlain  to  Queen  Catherine  Parr. 


The  earlier  galleries  complement  traditional 
crisply-presented  archaeological  displays  with 
reconstructions:  a  mesolithic  shelter  of  bran- 
ches, complete  with  stone  tools,  a  Roman 
kitchen  Hanked  by  two  dining  vignettes  and  a 
glimpse  into  a  Mediaeval  kitchen  with  tiled 
floor,  drying  bunches  of  herbs  and  half-plucked 
pigeons.  These,  the  two  Stuart  rooms  and  the 
Victorian  shop  and  office  interiors  are  left  to 
speak  for  themselves  with  minimum  explan- 
ation. Elsewhere  the  density  of  information 
offered,  through  graphic  panels  and  extended 
captions,  is  astonishing.  While  the  displays  are 
intended  to  be  enjoyable  at  the  first  glance 
without  reference  to  captions,  these,  set  at  low 
level,  give  far  more  than  the  bare  archaeologi- 
cal or  art  historical  data:  throughout  the 
displays  they  amplify  the  relationship  of  the 
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objects  to  the  display  topic.  This  integrate 
approach,  in  which  objects  have  a  double  rol 
-  as  themselves  and  as  illustrations  to  the  mai 
historical  drama  -  underlies  the  entire  design 

Apart  from  the  historical  galleries  thl 
museum  has  three  areas  intended  for  specifi 
thematic  exhibitions:   one  near  the  Lor 
Mayor's  state  coach  (here  on  permanent  exh 
bition  for  the  first  time)  deals  with  civi 
pageantry  on  the  river  Thames.  The  purpose  d 
the  Treasury,  in  the  same  area,  is  to  provide  ai 
exceptional  environment  for  precious  object; 
The  architecture  deliberately  reinforces  th 
impression  of  security  and  value:  there  are  n 
windows,  the  ceiling  is  low,  the  floor  close 
carpeted  and  the  cases  lined  with  black  velvel 
the  effect  is  as  of  the  interior  of  a  jewel  cabinel 
an  appropriate  setting  for  silver,  gold  an 
ceremonial  items.  The  present  display,  fo 
Jubilee  year,  is  on  coronations  since  1821 
draws  on  the  London  Museum's  rich  collectioi 
of  royal  costume  and  accessories  with,  a- 
centrepiece,  the  1953  coronation  dress  ami 
robe,  lent  by  hm  The  Queen.  The  third  arej 
designed  for  special  exhibitions  opens  off  th 
entrance  hall. 

Although  the  structure  as  a  whole  has  ; 
curiously  elongated  and  irregular  shape,  die 
tated  by  its  corner  site  and  by  the  presence  of  ai 
existing  building,  the  Ironmongers'  Halll 
around  which  the  Museum  spreads,  the  galler 
plan  is  easily  comprehended.  The  core  of  thi! 
Museum  is  a  garden  court  round  which  thi 
galleries  run  on  two  levels,  the  upper  (en, 
trance)  floor  from  prehistory  to  the  1666  Firej 
the  lower  from  the  post-Fire  rebuilding  to  thi 
present  day.  This  layout  is  used  to  reinforce  th< 
displays  so  that  at  the  major  transitions  ii 
London's  history,  the  invasions  of  4  3  and  io6f 
AD,  the  Great  Fire,  the  dock  era,  Queen 
Victoria's  Jubilee  and  the  Blitz,  the  visito 
makes  a  right-angled  turn. 

There  are  few  places  where  a  choice  of  routes 
is  forced  on  the  visitor;  the  galleries  flow  onj 
into  another  without  abrupt  transitions  and 
visitors  are  drawn  imperceptibly  through  timej 

Planned  as  it  was  in  the  1960s  the  museura 
is  a  large  and  comparatively  lavish  buildinj 
(forty-one  thousand  square  feet  of  display 
space)  although  this  is  not  obvious  from  it 
external  appearance.  Much  of  the  structure  il 
below  street  level  and  there  are  virtually  na 
windows  on  the  London  Wall  facade.  The  low 
roofline.  horizontal  emphasis  and  white  exter 
rial  wall  finish  are  a  deliberate  contrast  witr 
the  bronze  glass  and  steel  of  the  twenty-storei 
office  block  which  the  City  has  erected  abovd 
the  museum.  For  most  visitors  approaching  tht 
site  on  the  corner  of  Aldersgate  and  Londor| 
Wall  the  dominant  feature  is  the  rotunda,  ii 
brick  structure  round  which  traffic  flows.  This 
contains  no  exhibits,  merely  a  lawn  and  spaced 
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\.  Late  Stuart  interior.  The  mid-seventeenth- 
entury  pine  panelling  is  from  Poyle  Park,  near 
juildford;  the  ceiling  painting,  an  Allegory  of 
■Summer,  is  from  Buckingham  Street.  Strand. 


Right. 

6.  Part  of  a  screen  with  the  signs  of  the  Zodiac 
from  Selfridge's  lift,  1928.  The  lift  metalwork  was 
designed  and  made  by  the  Birmingham  Guild  of 
Metalworkers. 


;.  Interior  of  a  tobacconist's  shop  formerly  in  Commercial  Road,  c.  1 860. 


(at  present  unoccupied)  for  a  restaurant  and 
cafeteria.  The  Museum  was  planned  to  stand  at 
a  major  junction  of  the  City's  system  of  high 
level  walkways;  although  several  of  these  first- 
floor  pavements  have  not  yet  been  built,  three 
routes  converge  at  the  entrance  from  the 
Barbican.  Moorgate  and  St.  Paul's.  The  wide 
public  space  linking  the  rotunda  and  the  glass 
walls  of  the  Museum  so  far  contains  nothing 
but  litter  bins  but  is  glazed  and  windproof  and 
will  be  used  for  temporary  displays  and  events 
-  for  several  days  at  Easter  a  traditional  Punch 
and  Judy  showman  performed  for  passers  by. 

The  vitality  of  the  new  institution  will  de- 
pend in  part  at  least  on  Londoners'  own  in- 
terest in  their  past.  An  encouraging  sign  of  this 
interest  was  the  quarter  of  a  million  people  who 
visited  the  Museum  in  the  first  four  months  of 
its  life. 
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America 


Joseph  T.  Butler 


PAINT  ON  WOOD: 

DECORATED  AMERICAN  FURNITURE 
SINCE  THE  SEVENTEENTH  CENTURY 

An  impressive  exhibition  of  American  painted  furni- 
ture can  currently  be  seen  (it  closes  8  November)  at 
the  Renwick  Gallery  of  the  National  Collection  of  Fine 
Arts.  Smithsonian  Institution  (Washington,  DC). 
The  fifty-three  objects  in  the  show  rely  on  paint  for 
their  principal  decorative  effect  and  include  chairs, 
tables,  chests,  settees,  cupboards,  boxes,  clocks  and 
washstands.  The  pieces  represent  such  diverse  styles 
as  Chippendale,  Art  Deco  and  Empire;  the  ethnic 
influences  transplanted  to  American  by  German, 
Norwegian  and  Spanish  settlers;  and  furniture  by 
contemporary  craftsmen.  The  techniques  employed 
include  graining,  stenciling,  freehand  painting, 
japanning,  gilding,  and  imitation  marquetry. 

The  eighteenth  and  nineteenth  centuries  are 
represented  by  both  the  fashionable  styles  of  that  era 
and  folk  examples:  most  are  hand-crafted  but  three 
late  nineteenth -century  pieces  show  that  wood- 
graining  and  painted  tloral  decoration  became  so 
popular  that  manufacturers  began  producing  paint- 
ed cottage'  sets.  Twentieth-century  pieces  include 
Cape  Cod  interpretations  of  folk  decoration  by  Ralph 
Cahoon  and  Peter  Hunt,  a  fantasy  clock  by  Tommy 
Simpson,  a  music  cabinet  by  Kate  Milner-Wright. 
'The  Face  Chair'  by  Alan  Siegel.  and  additional 
contemporary  works  by  Jeremy  Samson.  Isabel 
O'Neil  and  Paul  Mathison. 

Lloyd  E.  Herman,  Director  of  the  Renwick  Gallery 
organised  the  exhibition.  'A  fondness  for  the  de- 
corated surface  seems  to  have  been  with  us  always', 
he  writes  in  the  exhibition  publication,'.  .  .  In  every 
period  of  this  country's  history  there  has  been 


furniture  with  painted  decoration  that  was  con- 
sistent with  the  prevailing  style,  as  well  as  less 
sophisticated  pieces  made  in  rural  and  otherwise 
isolated  areas  that  respond  less  quickly  to  fashion- 
able change'. 

i .  Sewing  box.  New  England,  maple,  painted, 
c.  1 8  3<»-  Greenfield  Village  and  Henry  Ford  Museum. 


2.  Settee.  Baltimore,  attributed  to  Hugh  and 
John  Finlav.  w  ood,  painted.  1 800-1 8 10. 
Baltimore  Museum  oj  Art. 

'.  .  .  Present-day  collections  include  a  great  many 
more  examples  from  the  nineteenth  century  than 
from  other  periods.  The  smaller  population  of  earlier 
periods  required  fewer  objects;  also,  many  early 
pieces,  originally  painted,  were  stripped  to  bare  wood 
by  collectors  who  did  not  appreciate  their  painted 
finish.  During  the  twentieth  century,  little  factory- 
produced  furniture  has  been  made  with  painted 
decoration,  and  there  have  been  no  identitiably  new 
decorative  techniques  used  by  folk  craftsmen  in 
painting  their  furniture.  Nonetheless,  despite  the 
fashionable  taste  for  the  clean-lined,  unembellished 
object  that  grew  from  the  Bauhaus  ideals  of  the 
1920s  and  gained  acceptance  in  the  1950s,  con- 
temporary artists  and  craftsmen  are  once  again 
decorating  the  surfaces  of  their  furniture  with  paint'. 

A  well  illustrated  exhibition  catalogue  accom-. 
panies  the  show. 


THE  EYE  OF  THE  BEHOLDER: 

FAKES.  REPLICAS  AND  ALTERATIONS 

IN  AMERICAN  ART 

Currently  on  view  at  the  Yale  University  Art  Gallery 
(New  Haven.  Connecticut)  are  one  hundred  and 
thirty  examples  of  American  furniture,  silver,  pew- 
ter, brass,  iron,  glass,  ceramics,  paintings,  and  prints 
which  illustrate  the  ways  art  reflects  the  knowledge 
and  taste  of  the  society  in  which  it  was  produced. 
In  the  exhibition  pairs  of  objects  stimulate  the 
recognition  and  understanding  of  fakes,  mis- 
attributions,  alterations,  restorations,  revivals,  and 
reproductions.  A  seventh  area  of  the  exhibition, 
questionables,  presents  four  Chippendale-style 
chairs  and  three  late  nineteenth-century  paintings 
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.hich  reveal  the  many  considerations  involved  in 
uthenticating  works  of  art. 

Pairing  a  real  object  with  a  reproduction  or  a  fake 
lakes  differences  apparent  and  enables  the  viewer  to 
jdge  for  himself,  fairs  of  objects  also  illustrate  how 
rtisans  of  one  era  interpret  and  understand  an 
arlier  period.  A  seventeenth-century  wainscot 
hair,  paired  with  a  twentieth-century  example 
raphically  reveals  the  misunderstanding  of 
eventeenth-century  forms  by  the  imitator.  In  the 
avival  section,  a  Victorian  chair,  paired  with  a 
'ictorian  revival  chair,  and  a  late  seventeenth- 
entury  'sunflower'  cupboard  coupled  with  a  cup- 
oard  made  by  Wallace  Nutting  raise  questions 
bout  how  twentieth-century  craftsmen  perceived 
arlier  styles  and  why  they  chose  to  recreate  them. 

Single  objects  also  point  out  key  issues.  A  chair 
Vith  later  paint  and  a  tankard  with  an  added  spout 
eflect  the  ways  objects  are  modified  over  the  years  to 
;dapt  to  changing  social  conditions.  The  monetary 
ind  artistic  devaluation  of  a  cut-down  painting  is 
mother  issue  explored  in  the  alterations  area.  The 
eproduction  section  examines  why  certain  forms, 
ocfa  as  the  ink  stand  used  in  the  signing  of  the 
)eclaration  of  Independence,  remain  appealing  and 
•valuates  the  success  of  new  methods  and  materials 
n  capturing  the  spirit  of  the  old. 

A  card  table  in  the  Yale  collection  was  once 
hought  to  be  an  important  Baltimore  example  in  the 
■ederal  style.  It  is  now  known  to  be  a  fake.  What  was 
hought  to  be  an  oil  painting  by  Albert  Bierstadt  has 
)een  discovered  to  be  a  chromolithograph  with  oil 
>ainting  over  it.  Some  twenty  other  works  of  art 

j.  Two  side  chairs.  American,  the  one  on  the  left  is 

1 441  > - 1 945  while  the  one  on  the  right  is  c.  1850. 
{ale  University  Art  Gallery. 


made  with  the  intention  to  deceive  the  buyer  will  be 
exhibited. 

Photographic  enlargements  of  silversmiths'  marks 
and  before  and  after  versions  of  restored  paintings 
will  enable  the  viewer  to  examine  very  small  details. 

A  fully  illustrated  catalogue  examines  the  major 
themes  represented  by  the  objects  and  how  they 
reflect  the  evolving  nature  of  knowledge  and  taste. 
Museum  interns  and  graduate  and  undergraduate 
students  in  Yale  University's  Departments  of  History, 
History  of  Art  and  American  Studies  have  prepared 
both  the  catalogue  and  the  exhibition  under  the 
direction  of  Theodore  E.  Stebbins.  Patricia  E.  Kane, 
and  Gerald  W.  R.  Ward,  Gallery  curators.  The 
installation  design  was  prepared  by  a  team  of  stu- 
dents as  a  class  project  in  the  Graphic  Design 
Department  of  the  Yale  School  of  Art  under  the 
direction  of  Alvin  Eisenman.  The  majority  of  the 
objects  come  from  Yale's  study  collections,  sup- 
plemented with  works  from  over  twenty  lenders.  The 
exhibition  will  be  on  view  through  the  tenth  of  this 
month. 


NATIONAL  PORTRAIT  GALLERY  OPENS 
DEPARTMENT  OF  PHOTOGRAPHS 

A  Department  of  Photographs  has  been  estab- 
lished at  the  National  Portrait  Gallery,  it  was  an- 
nounced by  Marvin  Sadik,  Director.  The  appoint- 
ment of  William  Stapp  as  Curator  of  the  new  depart- 
ment was  also  announced.  Mr.  Stapp  comes  to  the 
gallery  from  a  joint  position  at  the  Philadelphia 
Museum  of  Art  and  the  Princeton  University  Art 
Museum,  where  he  compiled  a  catalogue  of  the 
University's  photographic  collection.  Mr.  Stapp  also 
taught  the  history  of  photography  at  a  number  of 
Philadelphia  institutions,  he  contributed  to 
Philadelphia:  Three  Centuries  of  American  Art',  and 
published  a  detailed  study  of  'Two  Early  French 
Daguerreotypes  in  the  Collection  of  the  Franklin 
Institute'  in  linage. 

'More  than  a  century  and  a  quarter  of  our  national 
history  has  taken  place  since  the  advent  of  the 
camera',  Mr.  Sadik  observed  in  announcing  this  new 
venture  for  the  National  Portrait  Gallery,  'and  it  is 
entirely  appropriate  that  our  holdings  include  photo- 
graphic likenesses  of  persons  who  have  made  signi- 
ficant contributions  to  American  life.  Indeed,  certain 
individuals  vital  to  the  fulfillment  of  the  Gallery's 
mandate  could  not  otherwise  be  represented  with  life 
portraits  in  this  collection.  For  example,  we  are 
fortunate  in  having  been  given  a  wondrous  daguer- 
reotype of  Thoreau.  of  whom  the  only  known 
likeness  by  an  artist  is  a  sketch  in  the  Concord 
(Massachusetts)  Library'. 

Other  photographs  newly  acquired  by  the 
National  Portrait  Gallery  include  an  1856  Mathew 
Brady  daguerreotype  of  Martin  Van  Buren,  hitherto 
not  represented  in  the  permanent  collection  of  the 
National  Portrait  Gallery's  Hall  of  Presidents.  The 
Gallery  also  has  acquired  a  daguerreotype  of  Mathew 
Brady  himself,  showing  America's  most  famous  Civil 
War  photographer  about  the  year  1845.  A  rare  salt 
print  photograph  of  Albert  Sands  Southworth,  who 
with  Josiah  Hawes  formed  one  of  the  first  and  most 
celebrated  American  firms  of  photographers,  has 
been  given  to  the  gallery.  Five  original  photographs 


4.  Southworth  and  Hawes.  Daniel  Webster, 
daguerreotype,  c.  1846.  National  Portrait  Gallery. 
Smithsonian  Institution. 

of  Walt  Whitman  (one  of  them  autographed  by  the 
poet)  have  been  presented;  and  several  of  important 
nineteenth  century  American  artists,  including 
Edward  Bannister  and  Winslow  Homer  also  have 
been  donated. 

Twentieth-century  photographs  include  like- 
nesses of  James  Agee  by  Walker  Evans,  Eugene 
O'Neill  by  Carl  Van  Vechten,  and  Huddie  Ledbetter 
(Leadbelly)  by  Berenice  Abbott.  These  and  other 
examples,  spanning  more  than  a  century  and  a 
quarter  of  American  portrait  photography,  are  on 
view  on  the  first  floor  of  the  gallery. 

Until  an  amendment  was  made  to  the  National 
Portrait  Gallery's  charter,  the  institution  was  for- 
bidden to  collect  any  portraiture  other  than  painted 
or  sculpted.  This  revision  adds  a  fascinating  new 
dimension  to  the  holdings  of  this  institution. 


ANIMALS  FROM  LEGEND  AND  LIFE 
IN  ANTIQUE  GERMAN  PORCELAIN 

The  University  Gallery,  University  of  Minnesota 
(Minneapolis)  presented  an  exhibition  of  antique 
German  porcelain  through  June.  The  exhibition  was 
organised  by  Elizabeth  Critchley.  who  is  spending  a 
year's  internship  at  the  University  Gallery  as  a 
National  Endowment  for  the  Humanities  Fellow.  Its 
purpose  was  to  explore  the  use  of  animal  motifs  in 
statues  and  tableware  from  1735  to  1835.  The 
eighteenth  century  witnessed  the  rise  of  porcelain 
manufacture  throughout  Europe.  Fascinated  by  this 
exotic  material,  royal  houses  vied  to  reproduce 
porcelain  in  local  factories.  The  first  European  hard 
paste  porcelain  was  developed  by  the  German  al- 
chemist Johann  Friedrich  Bottger.  His  research  led  to 
the  establishment  of  the  Meissen  factory  in  1710 
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under  the  patronage  el  Augustus  the  Strong.  Elector 
of  Saxony  and  King  of  Poland.  Although  jealously 
guarded.  Bottger's  formula  eventually  spread,  and  by 
1750  rival  factories  had  been  established  through- 
out Europe  to  fill  the  tremendous  demand  for 
porcelain.  Meissen  design  set  the  style  for  European 
porcelain  until  the  Seven  Years  War  ( I  756-1  763). 
when  the  factory  was  sacked  by  the  Prussian  army 
under  Frederick  the  Great.  At  this  point,  stylistic 
pre-eminence  passed  to  the  royal  French  factory  at 
Sevres,  but  Meissen  wares  continued  to  influence 
much  later  production. 

The  circumstances  of  the  eighteenth  century 
seemed  uniquely  suited  to  the  development  of  por- 
celain. To  Europeans  porcelain  was  an  exciting,  new 
material  which  lent  itself  particularly  well  to  the 
aesthetic  expression  of  the  age.  Porcelain  could  be 
moulded  into  intricate,  assymetrical  designs,  giving 
a  sense  of  movement  and  immediacy.  A  strong 
aristocracy  supported  porcelain  factories,  which 
quickly  became  status  symbols  among  royal  families, 
and  they  commissioned  extravagant  statues  and 
services  from  the  master  modelers.  In  science,  the  era 
saw  great  experimentation  and  advancement  which 
was  reflected  in  porcelain  manufacture  in  new  and 
better  firing  methods  and  in  a  widening  assortment 
of  colours  and  glazes. 

The  animal  was  a  key  element  in  European 
porcelain,  both  in  statuary  and  in  painted  decoration 
on  tableware,  and  the  image  of  the  animal  in 
porcelain  is  closely  tied  to  the  spirit  of  the  age. 
Science,  philosophy,  and  court  fashion  and  amuse- 
ments were  all  influential.  Zoology  created  a  great 
interest  in  the  exact  rendering  of  animals,  both  of 
local  and  exotic  breeds.  Increased  trade  with  the  Far 
East,  Africa,  and  America  introduced  exotic  animals 
which,  whether  real  or  imaginary,  were  often  por- 
trayed in  porcelain.  Animals  were  also  used  allegori- 
cally  to  typify  human  characteristics  such  as  foolish- 
ness, innocence,  and  fidelity  and  were  combined 
with  human  figures  to  represent  monarchies  and 
continents.  They  were  equally  important  in  scenes 
from  classical  mythology  which  were  frequently 
depicted  in  porcelain  statuette  groups.  Domestic 
animals,  such  as  dogs  and  caged  birds,  were  also 
popular,  as  were  graceful  swans  which  could  be  used 
as  decorative  accents  or  as  the  major  focus  of  the 
work.  Later  in  the  century  domestic  herd  animals 
appeared  in  pastoral  representations,  as  fashionable 
ladies  and  gentlemen  sought  to  create  a  romantic 
version  of  shepherd  life. 

The  exhibition  explored  these  different  animal 
types.  There  were  about  forty  examples  from  Meissen 
and  other  German  factories  illustrating  animals  in 
their  roles  as  pastoral  and  domestic  friends,  exotic 
creatures,  and  allegorical  figures.  Notable  pastoral 
examples  include  a  pair  of  Meissen  recumbent  cows, 
c.  1750.  and  two  Meissen  youths  playing  recorders. 
1790  and  1820.  A  particularly  rare  example  of 
animals  in  allegorical  representation  is  a  figure  of 
Nimrod.  Monarch  of  Assyria,  c.  1790.  who  appears 
as  a  standing  warrior  with  a  winged  lion.  A  cata- 
logue of  the  exhibition  is  available  which  contains  a 
general  essay  on  animal  imagery  in  antique  German 
porcelain  and  research  on  each  piece. 


5.  Coffee  pot.  Vienna,  porcelain, 
eighteenth  century.  Lf  Trianan  Antiques, 


IN  THE  PRESENCE  OF 
THE  DRAGON  THRONE 

The  Royal  Ontario  Museum,  Toronto,  is  showing 
an  exhibition  of  spectacular  Chinese  costume 
through  to  July.  This  colourful  extravaganza  marks 
the  culmination  of  five  years  research  and  two  years 
of  intensive  restoration  work  by  museum  staff.  More 
than  two  hundred  and  fifty  pieces  of  the  museum's 
world- renowned  Chinese  costume  collection  have 
been  prepared  for  the  show,  the  first  major  Chinese 
costume  exhibition  in  the  museum  since  1946.  The 
loan  of  the  exhibition  to  other  major  Canadian  cities 
is  currently  being  discussed  and  museum  officials 
hope  to  finalise  details  within  a  few  months. 

John  Vollmer.  chief  organiser  of  the  exhibition, 
says:  'In  no  other  country  throughout  history  was 
clothing  so  elaborately  decorated  and  exquisitely 
made  in  order  to  reflect  the  wearer's  exact  political 
and  social  status  as  it  was  in  China.  Almost  one  third 
of  the  exhibition  consists  of  the  fabulous  coats  worn 
by  the  Emperors  of  China  and  their  courts.  Can  you 
imagine  how  beautiful  these  garments  had  to  be  if 
they  were  to  mirror  the  awesome  power  and  prestige 
ol  the  Son  of  Heaven,  the  Celestial  Ruler?" 

The  present  show  surveys  costume  developments 
from  1644.  the  time  at  which  the  Manchu  con- 
querors ascended  the  Dragon  Throne  to  become  the 
rulers  of  China,  to  191 1.  the  end  of  their  dynasty. 
The  clothing  traditions  of  the  nomadic  barbarians 
(the  Mongols  and  the  Manchul  are  contrasted  with 
the  clothing  traditions  of  the  highly  civilised  Chinese 
who  farmed  for  a  living.  Visitors  to  the  exhibition  will 
glimpse  such  recreated  scenes  as  a  festive  Chinese 
w  edding,  the  private  court  of  the  Dowager  Empress, 
and  a  Chinese  shoe  shop  where  footwear  makes  our 
wildest  shoes  look  conservative  in  comparison. 

One  of  the  undisputed  highlights  of  the  show  are 
its  dragon  coats.  These  coats,  worn  in  the  imperial 
palace,  the  Forbidden  City  itself,  were  consciously 
theatrical.  They  were  constructed  to  flicker  lus- 
trously in  dimly  lit  throne  halls  beneath  gold  tiled 
roofs.  The  Manchu  made  them  the  supreme  state- 


ment of  cosmic  order.  The  emblem  of  the  emperor, 
the  beneficent  five-clawed  dragon,  was  emblazoned 
on  the  front  of  his  dragon  coat'  along  with  the 
ocean's  waves,  the  mountains  and  the  cloud-filled 
sky.  The  symbolism  of  the  coast  was  complete  only 
when  worn  -  at  which  time  the  human  body  became 
the  axis  of  the  world  and  the  wearer's  head,  the  apex 
of  the  universe.  When  one  considers  that  it  requires 
the  silk  unwound  from  fifteen  to  twenty  silk-moth 
cocoons  to  weave  just  one  square  inch  of  fabric,  the 
value  of  these  voluminous  imperial  robes  becomes; 
apparent.  By  today's  standards,  a  dragon  coat  easily; 
could  cost  more  than  a  Rolls  Royce! 


EARLY  CHINESE  MINIATURES 

Another  highly  important  exhibition  of  Chinese 
art  was  seen  in  New  York  City  through  the  end  ot 
May.  China  House  Gallery  of  the  China  Institute  in 
America.  Inc.  sponsored  this  show. 

Early  Chinese  Miniatures'  consisted  of  two  hun- 
dred and  twenty  four  pieces  selected  by  Dr.  Paul 
Singer.  Senior  Research  Fellow  and  Consultant.  Far 
Eastern  Department.  The  Metropolitan  Museum  o: 
Art.  who  also  wrote  the  accompanying,  fully  illus- 
trated catalogue.  The  pieces  were  drawn  from  twelve 
private  collections  in  the  United  States  and  frorr 
fourteen  museums. 

The  exact  purpose  of  these  miniatures  is  nolji 
known  but  they  have  been  found  in  tombs  very  often 
as  a  part  of  the  accessories  of  miniature  houses 
Recently.  Chinese  excavations  have  unearthed  some 
of  this  material  in  connection  with  the  tombs  o, 
children.  The  criterion  for  including  objects  in  this 
exhibition  was  that  they  must  be  miniature  versions 
of  which  large  forms  also  exist.  The  one  exception  tn 
this  is  the  inclusion  of  tiny  Buddhist  figures  which  arc 
parts  of  large  shrines. 

The  complexity  of  installing  such  an  exhibitior 
was  very  perplexing  indeed  because  of  the  similarity 
in  size  from  about  one  inch  to  about  three  inches  o. 
the  objects.  This  was.  however,  accomplished  in  the 
usual  brilliant  manner  in  the  small  China  Housell 
Gallery.  This  was  a  thoroughly  delightful  and  imagi- 
native exhibition. 

6.  Chueh.  bronze.  Shang  dynasty. 
Air.  John  M.  Crawford,  jr. 
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le  public  ation  of  this  large,  splendid  and, 
S\  Itably.  very  expensive  book  is  a  bold  venture 
1  the  part  of  Sotheby  Parke  Bernet.  It  deals  with 
ildsmiths'  work  produced  before  the  middle  of  the 
[teenth  century,  mostly  Continental  and  of  a  kind 
,1!  only  the  very  wealthy  can  hope  to  collect,  and 
does  not  describe,  let  alone  illustrate,  a  single  hall- 
ark:  its  appeal  to  silver  specialists  in  the  English 
caking  countries  is  therefore  likely  to  be  limited. 
Ktunately,  its  range  and  scholarship  are  such  as 
make  it  almost  as  important  a  contribution  to  the 
'  'neral  study  of  the  decorative  arts  in  sixteenth- 
id  early  seventeenth-century  Europe  as  it  is  to  the 
story  of  silver.  There  is  every  reason  to  hope, 
erefore,  that  the  publishers  will  not  have  cause  to 
gret  their  enterprise. 
I  The  period  covered  by  the  book  commences  in 
]  ie  early  sixteenth  century  but.  as  its  title  indicates, 
is  mainly  concerned  with  the  extraordinarily 
aborate  and  inventive  gold  and  silver  plate 
j  -oduced  under  the  influence  of  Mannerist  styles 
]  om  c.  1  540  to  c.  1620.  The  first  three  chapters 
ive  historical  and  technical  background  infor- 
ation  essential  to  the  proper  understanding  of  the 
ate.  the  problems  connected  with,  and  the  sources 
mailable  lor.  the  study  of  goldsmiths'  work,  the 
■ganisation  of  the  goldsmiths  themselves,  their 
•lations  with  their  patrons  and  the  craft  guilds, 
id  their  methods  of  production.  The  fourth  and 
j  ith  chapters  cover  respectively  the  origins  and 

evelopment  of  Renaissance  plate  and  the 
\  aldsmiths  who  produced  it.  The  remaining  eleven 
lapters  deal  with  Mannerist  goldsmiths'  work, 
jmmencing  with  a  wide  general  survey,  and 
!  intinuing  with  detailed  accounts  of  the  goldsmiths 
f  the  different  European  cultural  areas  (including 
ngland.  but  not  Scotland)  and  their  products.  In 
,  ne  chapter  Mr.  Hayward  discusses  objects  made 
ki  base  metal  by  methods  that  are  essentially 
oldsmiths'  ones,  while  another  is  devoted  entirely 
3  the  work  of  Erasmus  Hornick.  a  goldsmith  of 
kntwerp  who,  after  working  in  Germany,  ended  his 
ays  as  a  member  of  the  Emperor  Rudolph  11's  Court 
j  Vorkshop  in  Prague.  The  justification  for  giving  so 
]  nuch  space  to  this  one  master  is  that  an  unusually 
arge  number  of  designs  by  him  have  survived, 
hough  there  is  no  direct  evidence  to  show  that 
hey  had  much  influence  on  the  development  of 
.lannerist  plate,  or  even  that  any  of  them  were 
ictually  produced.  The  book  ends  with  a  seventy- 
line  page  catalogue  of  the  twenty-four  coloured 
\  ind  739  half-tone  plates,  a  Select  Bibliography, 
ind  three  indexes  (of  makers,  of  museums  and 
ollections.  and  a  general  one  I. 

Mr.  Hayward's  book  is  the  first  major  general 
;urvey  of  sixteenth-  and  early  seventeenth-century 
silver  to  appear  in  any  language,  while  most  of  the 
information  it  contains  about  Continental  silver  has 


never  previously  been  published  in  English.  It  is 
therefore  automatically  a  standard  work,  indispens- 
able to  every  student  of  silver  who  wishes  to  have  a 
complete  knowledge  of  his  subject.  It  is,  however, 
a  great  deal  more  than  that.  In  no  other  art  did  so 
many  aspects  of  Mannerist  taste  manifest  them- 
selves as  in  that  of  the  goldsmith:  the  liking  for 
bizarre  shapes  without  rational  architectonic 
construction,  the  assembling  of  animal,  vegetable 
and  human  forms  to  produce  monstrosities  or 
fantastic  creatures,  the  horror  vacui,  and  the 
general  fondness  for  rare  and  costly  materials  and 
everything  rich  and  strange.  Most  of  the  really 
outstanding  examples  of  Mannerist  plate  -  to  quote 
Mr.  R.  W.  Lightbown's  observations  on  one  small 
group  only  -  conform  to  'that  taste  of  the  sixteenth 
and  early  seventeenth  centuries  which  pressed 
ingenuity  and  conceit  in  the  arts  to  the  utmost 
limits  . . .  [and  their]  unpractical  design  ...  as  well 
as  their  audacity  of  form  and  ornament,  proves  that 
they  were  conceived  solely  as  works  of  art,  function 
being  recalled  in  their  general  forms,  only  to  be 
denied  in  all  other  aspects'.  One  of  the  major 
contributions  made  by  Mr.  Hayward's  book  is  to 
show  clearly,  both  in  its  text  and  illustrations,  that 
a  high  proportion  of  the  objects  with  which  it  deals 
are  as  significant  as  works  of  art  as  are  contem- 
porary engravings  or  bronzes,  and  that  nobody  can 
hope  to  understand  Mannerism  without  taking  them 
into  consideration.  That  it  should  be  necessary  to 
make  this  point  in  connection  with  a  book  of  this 
kind  is  in  itself  perhaps  not  without  significance! 

Any  specific  comments  on  a  book  of  such 
fundamental  importance  to  its  subject  are  bound 
to  be  selective  and  confined  largely  to  secondary 
matters.  Among  these  Mr.  Hayward's  discussion  of 
the  study  of  silver  calls  for  special  mention.  Based 
on  nearly  forty  years'  experience,  it  is  full  of  good 
sense  about  the  various  kinds  of  evidence  available 
for  the  dating  and  attribution  of  plate,  as  well  as 
including  a  long  account  of  the  graphic  sources. 
Particularly  enlightening  are  his  assessments  of  the 
reliability  or  otherwise  of  these  various  kinds  of 
evidence,  which  are  made  with  a  clear-minded 
honesty  that  is  as  unusual  as  it  is  refreshing  in  an 
art-historical  context.  This  section  could  be  read 
with  profit  by  everyone  concerned  with  the  study  of 
any  branch  of  the  Decorative  Arts  in  the  sixteenth 
and  seventeenth  centuries. 

Of  great  interest  too  are  the  chapters  dealing  with 
the  goldsmiths  and  their  craft,  which  draw  on 
foreign  archive  material  never  previously  published 
in  English.  One  example  is  the  correspondence 
relating  to  a  silver-gilt  cup  made  in  Augsburg  in 
1 571  for  Duke  Wilhelm  of  Sachsen-Weimar.  which 
throws  a  flood  of  light  on  the  way  in  which  such 
pieces  were  commissioned,  designed  and  executed. 
Amongst  other  things,  it  makes  abundantly  clear 
as  do  other  sources  cited  by  Mr.  Hayward,  that 
division  of  labour  amongst  specialised  craftsmen 
was  already  normal  by  this  date,  and  that  the 
goldsmith  whose  mark  appeared  on  the  finished 
piece  may  not  himself  have  had  anything  to  do 
with  its  actual  manufacture. 

It  is  extremely  improbable  that  scholars  will 
accept  everything  that  Mr.  Hayward  has  to  say 
without  question:  for  example,  one  cannot  but 
feel  a  certain  uneasiness  ( reinforced  by  his  own 


comments  on  the  validity  of  stylistic  evidence) 
about  some  of  his  attributions  of  unmarked  pieces. 
Controversy  here,  however,  is  likely  to  be  mainly 
about  matters  of  opinion,  and  cannot  bring  the 
basic  soundness  of  his  work  into  question.  Where 
Mr.  Hayward  and  his  publishers  can  be  criticised  - 
rather  surprisingly  in  so  lavish  a  book  -  is  over  a 
number  of  basic  editorial  and  production  matters. 
Mr.  Hayward  is  not  always  as  careful  as  he  might 
be  about  references  to  sources,  the  three  indexes  are 
far  from  being  exhaustive  and  to  some  extent 
overlap  each  other,  and  the  captions  on  the  plates 
are  inadequate.  These  last  are.  of  course,  supple- 
mented by  the  excellent  'Catalogue  of  Plates',  but 
the  size  and  weight  (some  eight  pounds)  of  the 
volume  make  the  task  of  constantly  referring  from 
the  catalogue  to  the  plates  and  back  again  quite  a 
difficult  one.  Eaults  of  this  kind  (apart  from  the  poor 
indexes)  are  merely  minor  irritants,  but  they  really 
ought  not  to  occur  in  a  book  priced  at  nearly  fifty 
pounds! 

In  conclusion,  one  can  only  reiterate  that  this 
is  a  work  of  major  importance  and  congratulate 
Mr.  Hayward  on  having  produced  it.  He  has  already 
published  standard  books  on  three  different  subjects 
-  Viennese  porcelain,  early  firearms  and  Huguenot 
silver  -  and  this  now  adds  a  fourth  such  book.  In 
my  opinion  it  is  the  best  of  all  of  them,  and  can  truly 
be  regarded  as  his  magnum  opus. 
Claude  Blair 
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The  pleasures  afforded  by  this  excellent  and 
reasonably  priced  book  are  in  part  melancholy.  It 
presents  a  cornucopia  of  vanished  and  irretrievable 
splendours  intoxicating  in  their  complexity  and 
variety.  The  formula  is  simple  -  two  hundred 
photographs  of  interiors  taken  by  Harry  Bedford 
Lemere  from  1890  to  19 10.  plus  introduction  and 
notes.  But  this  is  not  an  attempt  to  dress  up  some 
evocative  old  photographs  as  Art.  Lemere  was  a  top 
professional  architectural  photographer,  and  his 
negatives  represent  a  visual  archive  of  unparalleled 
richness.  The  Opulent  Eye'  presents  his  works  as 
what  they  are,  records.  The  most  important 
problem  faced  by  Nicholas  Cooper  in  putting  the 
book  together  must  have  been  that  of  selection.  In 
deciding  to  put  forward  a  wholly  representative 
anthology  he  has  put  all  students  of  interior 
decoration  in  his  debt.  The  sample  he  had  to  work 
on  was  undoubtedly  biased  towards  the  rich  and 
the  new:  an  architectural  photographer  in  1900 
was  rarely  hired  to  photograph  interiors  which 
were  both  old  and  modest.  But  this  bias  does  not 
seriously  impair  the  importance  of  Lemere's  work 
as  a  document  of  contemporary  taste  and  practice. 
The  modest  interior  usually  imitates  the  elaborate, 
and  the  old  serves  mainly  as  an  illustration  of 
perennial  conservatism 


227 


The  Lemere  photographs  certainly  cover  an 
immeasurably  wider  range  than  most  recent 
accounts  of  the  period,  almost  invariably  dominated 
b\  Mackmurdo.  Voysey.  Gimson.  Lethaby, 
Mackintosh  et  al.  The  latter  is  well  represented  in 
The  Opulent  Eye',  notably  by  two  grimly  elegant 
interiors  at  Hill  House.  Helensburgh.  But  most  of 
the  other  stars  in  this  constellation  are  hidden,  or  at 
the  most  half  glimpsed  (to  discover  Mackmurdo 
read  49  for  148  in  the  Index  of  Designers). 

This  proportion  seems  about  right  for  an 
impartial  look  at  what  was  admired  from  1890  to 
1 9 10.  Indeed  many  of  the  most  enjoyable  and 
distinguished  interiors  in  the  book  are  way  otTthe 
strict  Arts  and  Crafts/Modernismus  axis.  Not  that 
they  necessarily  conform  to  the  rival  doctrines  of 
Neo-Georgianism.  Take  Stanmore  Hall,  for  all  its 
Morris  and  Lethaby  pedigree  all  too  evidently  an 
overblown  fin-de-siecle  blossom.  Or  Chesterfield 
House,  edit  English  eighteenth-century  Rococo  at 
its  most  French,  in  these  surroundings  as  Ritzy  as 
the  Ritz.  Some  interiors  do  not  tit:  the  Hall  and 
Gallery  at  Althorp  are  distinctly  dowdy  in  this 
context,  while  the  Dining  Room  and  Ballroom  at 
Dorchester  House  possess  a  High  Victorian 
magnificence  and  substance  which  make  all  else 
look  shallow  and  evanescent.  Others  half  belong. 
The  Library  at  Cragside  is  a  brilliant  but  equivocal 
performance  by  Norman  Shaw,  a  fusion  between 
High  and  Late  Victorian  in  both  language  and 
sentiment.  There,  and  in  Frederick  Leyland's  house 
in  Princes  Gate  and  in  Alfred  de  Rothschild's 
Halton.  now  a  Royal  Air  Force  Officers'  Mess, 
survive  traces  of  the  architectonic  principles  which 
had  dominated  room  arrangement  from  the 
seventeenth  century.  Elsewhere  picturesque 
disarray  and  variety  of  style,  colour,  pattern,  and 
texture,  are  all.  Asymmetry  is  rampant.  And  there 
is  a  conscious  pursuit  of  clutter,  'the  detestable 
fashion',  according  to  Aldam  Fleaton,  a  con- 
temporary oracle  of  taste,  'for  loading  our  sitting 
rooms  with  all  manner  of  useless,  showy  and  tricky 
trifles  of  no  manner  of  use  whatever'.  The  results 
can  be  grotesque,  as  in  the  draped  fireplace  of  a 
house  in  Toxteth  Park.  Liverpool.  But  they  can  also 
approach  the  sublime,  as  in  the  lofty  hall  of  West 
Dean  Park,  in  which  stands  a  palm-shaded  reef 
of  furniture  and  objets  thrown  together,  it  might 
seem,  by  the  drifting  currents  of  history.  Against 
appearances  this  complex  and  elaborate  style  was  a 
popular  one:  even  in  the  impoverished  cottages  of 
Flora  Thompson's  Lark  Rise  'cosy  corners  were 
built  of  old  boxes  and  covered  with  cretonne'. 

In  his  enjoyable  introduction,  which  is  full  of 
interesting  snippets  from  'The  Furnishers 
Decorator.  The  Journal  of  Decorative  Art',  and 
other  contemporary  sources,  and  in  his  informative 
Notes  to  the  Plates  Nicholas  Cooper  detects  a 
gradual  move  towards  the  eclectic  Georgian 
interior:  well-chosen  antiques,  chintz  loose  covers, 
and  white  walls,  indeed  he  abandons  neutrality  to 
name  two  rooms  in  this  tradition  as  the  most 
attractive  in  the  book.  But  it  is  difficult  to  see  either 
Philip  Webb's  Sitting  Room  at  Great  Tangley  Manor 
or  W.  A.  S.  Benson's  Drawing  Room  at  Windleshaw 
as  'ageless':  what  can  be  represented  as  stodgy 
virtue  at  Great  Tangley  or  as  winsome  tepidity  at 
Windleshaw  is  as  dated  as  all  the  Louis  flashiness  of 
Grosvenor  Square  and  the  neo-Empire  grandeur  of 
the  Hotel  Cecil.  As  the  pendulum  swings  against 
the  conventions  of  modern  design  the  latter  interiors 
may  soon  appeal  more  to  contemporary  taste. 

For  the  historian  the  triumph  of  The  Opulent  Eye' 
is  that  the  two  hundred  well  indexed  illustrations 
present  a  wide  enough  range,  both  in  terms  of 


quantity  and  quality,  to  permit  for  the  first  time  a 
detailed  textual  examination  of  the  igooish 
interior.  As  a  bonus  Bedford  Lemere's  works,  like 
the  best  old  photographs,  preach  unintentional  and 
impeccable  moralities.  Could  there  be  a  more 
poignant  or  comic  momento  mori  than  the  stolid 
figure  of  Mr.  Gant.  the  smartest  bookie  in  London, 
depicted  in  his  boudoir-like  office  perusing,  perhaps, 
an  evasive  i.o.U.  from  the  Hon.  Galahad  Threepwood? 
Ichabod  indeed. 
Simon  Jervis 

The  Religious  and  Historical 
Paintings  of  Jan  Steen 

By  Baruch  D.  Kirschenbaum 
261  pages,  1  32  plates 
and  1  colour  plate 
Oxford:  phaidon  press 
£20.00 

This  is  an  expensive,  important  and  invaluable 
book.  Though  there  have  been  many  articles  on 
aspects  of  Jan  Steen's  work,  in  many  languages, 
there  has  been  no  attempt  to  sort  out  his  paintings 
since  Hofstede  de  Groot's  catalogue  raisonne.  of 
which  the  English  translation  appeared  in  1 908. 
The  only  accessible  sources  in  English  are  the 
admirable  section  devoted  to  the  artist  in  Rosenberg 
and  Slive  and  the  evocative  essay  by  Schmidt- 
Degener,  prefacing  an  anthology  of  forty  of  Steen's 
masterpieces  which  he  and  Van  Gelder  published  in 
1927.  Like  Martin,  Bredius  and  other  distinguished 
Dutch  scholars,  Schmidt-Degener  is  biased  by  the  ■ 
warm  affection  which  all  his  countrymen  feel  for 
this  most  essentially  Dutch  of  all  painters. 

Steen  was  an  inconsistent  worker.  Many  pictures 
are  highly  finished,  thoughtfully  constructed  and 
sensitively  coloured.  Others  are  slovenly  and  coarse 
in  execution,  and  the  divergence  seems  to  spread 
over  his  whole  painting  career.  He  was  also 
extremely  prolific.  Hofstede  de  Groot  credits  him 
with  over  a  thousand  paintings  and  though  modern 
scholarship  might  reduce  that  total  to  something 
closer  to  eight  hundred  and  fifty,  only  fifty-five  are 
dated  and  the  formidable  task  of  sorting  out  this 
residue  remains  to  be  done.  Alongside  the  familiar 
genre  scenes  are  eighty-four  pictures  of  religious 
subjects  and  seventeen  illustrating  classical 
mythology  and  history.  It  is  to  these  that 
Dr.  Kirschenbaum  has  devoted  this  monograph. 

Its  chief  excellence  lies  in  the  exhaustive 
catalogue,  which  gives  full  details  of  each  picture., 
its  provenance,  history,  bibliography  and  explains 
the  subject-matter.  This  is  supported  by  the  black 
and  white  illustrations.  Some  of  these  are  of  inferior 
quality  but  the  author  was  often  at  the  mercy  of 
the  owners  and  rightly  opted  for  as  complete  a 
reference  section  as  possible,  incidentally  enabling 
the  reader  to  evaluate  for  himself  hallowed  judge- 
ments such  as  that  of  Schmidt-Degener  on  the 
untraceable  Manius  Curious  Dentalus.  and  to  risk 
a  disagreement.  The  solitary  colour  plate  is  of  a 
masterpiece  in  private  hands  and  is  of  superlative 
quality. 

A  serious  defect  throughout  is  in  the  proof- 
reading of  Dutch  or  French  words  and  sometimes  in 
their  translation.  For  instance,  the  long  quotation 
from  Houbraken  on  page  102  contains  four  serious 
spelling  mistakes  as  well  as  three  final  d's  (as  in 
Swillen's  19  53  edition  I  in  place  of  the  t'  of  the 
original. 

Dr.  Kirschenbaum  is  an  enthusiastic  defender 
of  this  neglected  area  of  Steen's  oeuvre.  for  which 
we  are  in  his  debt.  But  he  is  not  preaching  to  the 


converted  and  does  not  quite  convince  us  that 
Steen's  protagonists  do  have  heroic  stature  or  thai 
when  he  'celebrates  love  he  celebrates  the  human 
spirit'.  He  seems  more  often  to  be  celebrating  an  1 
impending  consummation.  Here  we  have  th* 
central  discomfort  of  Steen's  history'  paintings.  H 
appears  deliberately  anti-classical  and  anti-heroic, 
guying  the  High  Baroque  tradition  and  the 
characters  it  glorifies.  Anthony  is  a  debauchee, 
Cleopatra  a  trollop.  Delilah  a  harlot  and  Bathsheb; 
an  adulteress,  as  indeed  they  were,  with  somethin 
super-added.  The  great  religious  scenes  serve  as  a 
pretext  for  uproarious  revelry,  on  which  the  minoi 
actors  comment  by  overtly  obscene  gestures.  The 
tumult  is  justified  in  the  Cleansing  of  the  Temple  anc 
redeemed  by  the  dynamic  figure  of  Christ,  derived 
from  some  Italian  prototype.  But  in  the  splendid 
Moses  striking  the  Water  from  the  Rock  (Philadelphia 
it  is  out  of  place,  as  it  is  in  the  half  dozen  Marriages  I 
Cana.  In  performing  his  first  miracle  Christ  remain1 
a  background  figure,  submerged  in  the  traditional: 
boozy  jollity  of  a  Flemish  or  Dutch  wedding.  One  I 
cannot  accept  the  claim  that  the  letters  'ihs'  on  a  H 
wine-barrel  are  a  pun  on  Steen's  own  initials  and 
in  hoc  signo.  Those  letters  stand  for  someone  else 
and  this  was  a  joke  in  execrable  taste. 

The  author  dismisses  as  unproven  the  generally 
accepted  idea  that  Steen  started  as  a  pupil  of 
Kniipfer.  though  admitting  a  connection  and 
illustrating  five  of  that  forgotten  artist's  highly 
accomplished  paintings.  In  his  pursuit  of  sources  hi 
perhaps  underestimates  how  widely  popular  Steen 
subjects  were  and  how  inevitably  any  artist  is 
influenced  by  the  work  of  others,  without  actually 
deriving  from  them.  We  can  see  a  hint  of 
Rembrandt  in  several  pictures,  or  an  imitation  of 
Ter  Borch  in  a  Bathsheba.  In  the  grander  con- 
structions, with  their  terraces,  columns  and 
balustrades  one  senses  a  Venetian  ancestry,  as  one 
does  in  the  very  odd  -  and  as  the  author  points  out 
probably  mis-named  -  Rape  of  the  Sabines  in 
Sarasota.  Research  among  engravings  may  yet 
provide  the  clue.  Yet  Dr.  Kirschenbaum's  com- 
mentary is  always  interesting  and  often  illuminat- 
ing. The  Marriages  in  Cana.  he  suggests,  were 
commissioned  to  commemorate  actual  wedding 
feasts  and  the  'marriage  Contracts',  which  he  is  the 
first  to  point  out  record  the  marriage  of  Tobias  and: 
Sarah,  the  only  contract  described  in  Holy  Writ,  an 
likewise  records  of  a  moment  in  family  history. 

The  last  two  chapters,  on  Steen's  literary  sources 
and  on  his  historical  vision,  admirably  summarise 
and  indeed  expand  the  occasional  writings  of  other 
experts.  Steen  was  obsessed  by  the  theatre,  and  Dr. 
Kirschenbaum  analyses  the  debts  to  the  Rederijkenj 
the  dramatists,  the  Commedia  dell'  Arte  and:  abovi 
all  to  Cats,  elucidating  the  allusive  symbols  so 
beloved  in  the  seventeenth  century  and  by  art 
historians  today.  These  chapters  are  indispensable 
reading  for  anyone  seriously  interested  in  the 
period. 

Finally,  one  is  grateful  for  the  illustrations: 
not  only  as  a  record  of  unknown  and  often 
inaccessible  works,  but  as  a  reminder  of  how  very 
good  Steen  is  at  his  best.  As  a  brief  selection  of  not 
too  familiar  masterpieces,  we  would  commend  the 
Head  of  St.  John  Baptist  (44),  the  Samson  and  Delilah 
(67).  and  the  Trial  of  the  Infant  Moses  (69),  all  in 
private  hands,  the  Boston  Twelfth  Night  (38).  the 
Raleigh  Golden  Calf  (85)  and  the  pastoral  Laban  and 
the  Cleansing  of  the  Temple  in  Leiden.  Steen  could  no 
escape  from  the  High  Baroque  he  so  often  mocked 
and  such  pictures  justify  Dr.  Kirschenbaum's 
enthusiastic  and  learned  championing. 
Oi  i  \  1  r  Van  Oss 
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in  the  very  plain  daughter  of  a  famous  beauty, 
hose  receding  chin  and  large,  square  protruding 
eth  were  ruthlessly  portrayed  by  Sickert.  and  her 
(U ally  plain  life-long  companion.  Nan  Hudson, 
hose  chin  was  her  most  prominent  feature,  can 
e  lifestyle  of  these  two  endearing  but  not 
mediately  appealing  ladies  provide  the  subject 
, liter  lor  a  lirst  rate  book;  Their  main  claim  to 
ir  attention  is  that  they  were  both  considerable 
linters  and  that  Ethel  Sands  w  as  a  leading  hostess 
.  iring  the  tirst  half  of  this  century.  Rut  their  names 
e  less  well  known  as  artists  than  other  of  Sickert's 
male  associates  such  as  Sylvia  Gosse  and  Therese 
jssore.  and  as  a  hostess  Ethel  surely  is  outshone  by 
idy  Ottoline  Morrell.  Sibyl  Colefax  and  Lady  Maud 
jnard.  The  raison  d'etre  for  this  book  was  found  in 
number  of  Miss  Sands'  trunks  which  came  out  of 
arrods'  store  in  1 971.  Inside  these  Dr.  W  endy 
iron  discovered  what  must  be  regarded  as  a  major 
erary  cache:  there  were  letters  from  Henry  James, 
S.  Sargent,  the  Prince  of  Wales.  Mr.  Gladstone 
id  other  leading  figures  of  the  day  to  Ethel's 
[Other,  the  beautiful  Mrs.  Mahlon  Sands,  as  well  as 
I  wealth  of  letters  to  Ethel  from  her  wide  circle  of 
erary  and  artistic  friends.  With  the  aid  of  these 
Iters  Wendy  Baron  recreates  the  complex  fabric 
the  social  and  artistic  life  of  the  period  seen  from 
liss  Sands'  point  of  view.  The  modest  Ethel 
jcomes  the  nucleus  around  which  various 
iminaries  revolve.  The  result,  which  points  not 
nly  to  the  richness  of  Miss  Sands'  involvement 
ith  the  period  in  which  she  lived  but  also  to  the 
.•use  research  and  dedication  that  has  gone  into 
le  u  riting  of  it,  is  a  book  of  major  importance  for 
nyone  interested  in  English  literature  and  art  of 
le  twentieth  century. 

Lytton  Strachey  thought  of  Ethel  in  terms  of 
ouses.  She  was  indeed  fortunate  to  own  the  Manor 
ouse.  Newington  and  1  5  The  Vale.  Chelsea,  and 
1  [920  Nan  Hudson  acquired  the  Chateau 
'Auppegard  near  Dieppe.  To  the  decoration  of 
er  houses  Ethel  brought  taste  combined  with 
rtistic  tlair.  and  the  elegant  interiors  in  which 
he  entertained  also  became  the  subjects  for  her 
aintings.  The  civilised  but  somewhat  fragile  world 
he  created,  full  of  subtlety  and  refined  living,  did 
ot  prevent  her  from  giving  to  Boris  Anrep  his  first 
lajor  mosaic  commission,  nor  did  she  mind  when 
e  not  only  executed  a  superb  tloor  in  her  Chelsea 
louse,  bustling  with  argumentative  Byzantine 
gures,  but  also  covered  her  hall  walls  with  trees 
nd  windows  that  suggested  the  room  had  been 
umed  inside  out.  The  hall  became  a  courtyard  with 
he  head  of  Lytton  Strachey  leering  out  of  a  window 
cross  the  wall  to  Dora  Carrington.  The  next  owner 
if  the  house  found  Lytton  impossible  to  live  with 
.nd  most  of  the  wall  mosaics  were  white-washed 
>ver.  Still  in  situ,  it  is  hoped  that  one  day  Lytton 
night  be  resurrected.  Less  offensive  were  the 
ollicking.  buxom  figures  of  the  seasons  which 
'anessa  Bell  and  Duncan  Grant  executed  in  the 
oggia  at  Auppegard  during  a  visit  in  1927.  Perhaps 
he  vigorous  treatment  arose  partly  from  the  strain 
he  two  artists  felt  from  Ethel  and  Nan's  high 
standards  of  order  and  cleanliness.  From  Auppegard 
/anessa  wrote  to  Roger  Fry  begging  for  a  glimpse  of 
ordinary,  rough  and  tumble,  dirty  every  day 
sristence'. 


This  rarefied  life-style  must  partly  have  developed 
with  age,  for  such  an  existence  could  never  have 
retained  Sickert's  friendship  for  long,  and  this  the 
two  ladies  achieved,  enjoying  an  intimate 
acquaintance  with  the  artist  up  to  the  First  World 
War.  Thus  this  book  contains  important  material 
on  the  period  of  the  Fitzroy  Street  and  Camden 
Town  Groups,  both  of  which  centred  around 
Sickert.  Comparison  with  the  appropriate  chapters 
in  Denys  Sutton's  recent  biography  of  Sickert, 
reveals  the  far  greater  insight  into  Sickert's 
eccentric  personality  that  Wendy  Baron  gives  by 
the  use  of  quotations  from  his  letters,  from  the 
dearth  of  which  Sutton's  book  unfortunately 
suffered.  The  depth  of  Sickert's  fondness  lor  the 
painter  Spencer  Gore  is  felt  in  letters  written  after 
Gore's  death  in  1 9 14.  His  persistent  desire  to  teach 
is  underlined  in  his  advice  to  Ethel  and  Nan, 
criticising  the  lack  of  variety  in  their  work  and 
warning  them  not  to  let  their  art  become 
subordinate  to  their  establishments. 

It  is  through  Sickert,  George  Moore,  Logan 
Pearsall  Smith  and  others  that  Ethel's  character 
gradually  emerges.  Nan  Hudson  however  remains  a 
more  shadowy  figure.  She  disliked  the  social  round 
on  which  Ethel  thrived  and  had  an  antipathy  to 
England  with  the  result  that  the  two  friends  were 
often  apart.  Nan  preferring  to  live  most  of  the  year 
in  France.  Even  Virginia  Woolf  found  Nan  a  little 
daunting  as  one  or  two  previously  unpublished 
letters  reveal.  Allowing  the  recipient  in  part  to 
dictate  the  letter,  the  tastefully  dressed  Ethel  is  given 
a  description  of  the  garish  autumn  tints  of  Vita 
Sackville-West's  clothes,  and  Nan,  whose  cooking 
requirements  were  as  fastidious  as  Ethel's  dress, 
is  invited  to  tea  to  eat  honey  oil' plain  bread.  It  is 
Virginia  Woolf  who  best  describes  the  qualities 
of  these  two  women:  'Well  Nan  ...  is  an  austere 
woman,  rapt  to  the  heart  of  nature;  but  Ethel? 
Something  dark,  glistening,  exotic,  mothy, 
luxurious,  soft.  rich.  rare.  The  only  thing  that  in 
any  degree  combines  these  qualities  is,  so  far  as  I 
can  see,  the  sperm  of  the  sturgeon  .  . .'. 

Had  she  offered  just  hospitality.  Ethel  Sands'  life 
would  be  seen  only  in  relation  to  the  lives  of  others, 
but  her  contribution  went  much  deeper.  Authors 
were  surprised  by  her  penetrating  judgement  and 
her  paintings  have  been  compared  to  those  of 
Vuillard.  If  her  lack  of  forethought  when  painting 
and  the  occasional  sharpness  of  colour  does  not 
justify  this  comparison,  the  term  'intimiste' 
certainly  applies,  and  it  is  to  be  regretted  that  not 
more  reproductions  of  her  art  were  included  in  this 
book.  The  same  attention  to  detail  that  Dr.  Baron 
brought  to  her  monograph  on  Sickert  published  in 
1973  has  laid  bare  the  various  colourful  threads  of 
Miss  Sands'  life.  That  this  is  done  with  amusement, 
insight  and  a  line  sense  of  judgement,  makes  this 
book  all  the  more  compelling  and  enjoyable  to  read. 
Frances  Spalding 

The  Churches  and  Abbeys  of  Ireland 

By  Brian  de  Breffny  and  George  Mott 
208  pages.  2bH  illustrations. 
20  in  colour 

London:  Thames  and  Hudson 
£6.50 

One  of  the  final  illustrations  in  Brian  de  Breffny  and 
George  Mott's  survey  of  Irish  Churches  and  Abbeys 
shows  the  partly  destroyed  church  of  St.  Anthony 
at  Lame,  County  Antrim.  The  church  was 
completed  in  1974  and  maliciously  destroyed 
the  following  year,  presumably  by  the  opposing 


religious  faction.  The  text  of  the  book  shows  that 
things  in  Ireland  have  changed  very  little  from  the 
time  of  Saint  Patrick  in  the  fifth  century  until  the 
present  day,  but  in  spite  of  this  there  is  a  wealth  of 
ecclesiastical  architecture  upon  n  Inch  the  authors 
have  drawn  to  compile  an  attractively  produced 
anthology.  In  the  Preface,  the  authors  themselves 
point  out  that  Irish  churches  'cannot  compete  in 
grandeur'  with  those  in  other  European  countries 
but  'because  of  Ireland's  chequered  history  in 
which  religious  struggles  have  often  been 
coincident  with  national,  political  and  social  ones, 
the  ecclesiastical  architecture  has  been  remarkably 
affected  by  contemporary  events'.  The  authors' 
treatment  of  their  subject  therefore,  which  is  more 
socially  than  architecturally  orientated,  is 
particularly  apt  and  interesting;  and  the  photo- 
graphs show  that  while  Irish  churches  may  often 
not  be  grand,  the  early  ones  have  a  great  charm, 
and  some  of  the  modern  ones,  particularly  those  by 
Liam  McCormick  and  Partners,  are  visually  very 
exciting.  The  colour  plates  are  carefully  chosen  to 
emphasise  the  nature  oflrish  light  and  landscape, 
which  is  so  important  to  an  appreciation  of  the 
buildings  themselves. 

The  chapter  headings  belie  the  fact  that  in  recent 
centuries  church  building  was  more  closely  related 
than  in  earlier  times  to  contemporary  political 
events.  'The  flowering  of  Romanesque'  and  'Gothic 
church  building'  are  earlier  chapters:  'The  years  of 
the  Ascendancy'  and  From  the  Union  to 
Disestablishment'  are  later  ones.  The  authors' 
treatment  of  the  subject,  however,  is  consistent 
throughout.  Nothing  but  the  most  elemental 
description  of  the  architecture  is  given  and  there  is 
little  attempt  to  analyse  styles,  but  the  pattern  of 
church  building  is  presented  in  an  historical 
context.  This  approach  is  more  rewarding  in  the 
later  chapters.  The  Presbyterian  Churcn  favoured 
the  Act  of  Union,  and  their  reward,  an  increased 
annual  Government  grant,  led  to  lavish  church 
building  in  the  decades  which  followed.  The  Church 
of  Ireland  Board  of  First  Fruits,  which  helped 
finance  church  building,  had  their  Government 
grant  increased  from  £5.000  in  1801  to  £60.000 
in  1 8 1  o,  and  anyone  who  has  ever  visited  Irish 
churches  will  know  that  the  vast  majority  of 
Church  of  Ireland  ones  were  built  at  this  time. 

Appendices  at  the  back  of  the  book  list  Early 
Christian  churches  and  Cisterian  foundations  by 
county,  and  many  of  these  are  illustrated  in  the 
text.  These  are  generally  well-known,  whereas 
se\  eral  of  the  later  churches  have  probably  never 
been  illustrated  before. 
Homan  Potter  1  ON 


Books  received 

Church  Monuments 
in  Roniiintic  England 

tin  Nicholas  Penney 
2  5(1  pages.  14  5  illustrations 
New  Haven  and  London: 
YALE  UNIVERSITY  PRESS 
lor  the  Paul  Mellon  Center 
lor  Studies  in  British  Art 
£  10.00 

Topolski's  Buckingham  Palace 
Panoramas 

Foreword:  IIRII  The  Prince  Philip, 
Duke  oj  Edinburgh 
Appreciations  />;/  Bernard  Denvir 
London:  QUARTET  BOOKS 
£1 1.50 


229 


The  Arts 
in  Europe 


GREAT  BRITAIN 


Wealth  of  the  Roman  World 

I  April-i  October  1977 
British  Museum.  Bloomsbury.  wci 

Although  the  Roman  world  came  to  an  end  over  a 
thousand  years  ago,  it  has  never  ceased  to  influence 
the  western  nations.  Throughout  the  Middle  Ages, 
all  educated  people  spoke  Latin.  It  was  the  in- 
ternational lingua  franca.  Milton  wrote  many  of  his 
works  in  Latin.  As  late  as  the  present  century,  the 
whole  middle-class  learnt  it  at  school  and  some  were 
even  able  to  versify.  To  study  the  Classics  meant  the 
ancient  Greek  and  Roman  authors.  The  word  anti- 
quity was  never  applied  to  the  early  history  of.  say. 
the  Egyptians  or  the  Indians.  The  Renaissance  was 
the  rediscovery,  or  rather  the  re-animation,  of 
Roman  and  Greek  art  and  architecture,  the  reading 
of  philosophers  and  poets  frowned  on  by  the  church, 
the  resuscitation  of  ancient  science,  medicine  and 
metaphysics  which  had  fortunately  been  preserved 
by  the  Moslems. 

In  the  political  sphere,  too,  people  dreamt  of 
Caesar,  giving  themselves  such  titles  as  Holy  Roman 
Emperor.  Kaiser.  Tzar.  Napoleon  thought  of  himself 
as  a  Caesar,  leading  his  triumphant  forces  through 
the  Arc  de  Triomphe;  and  perhaps  de  Gaulle  did  also. 
Mussolini  intended  to  revive  the  Roman  Empire, 
though  he  would  have  had  to  impersonate  one  of  the 
less  respectable  emperors,  such  as  Caligula  or  Nero. 
Their  only  direct  descendant,  however,  is  the  Pope 
with  his  palace  and  princely  court  in  Rome,  his 
world-wide  system  of  government  by  bishops,  his 
collection  of  revenue,  his  exhortation.  Urbi  et  orbi. 
The  early  church  was  full  of  martyrs,  hermits,  saints 
and  other  fervent  persons,  but  not  much  stress  was 


Electrotype  of  a  gold  medallion  of 
Justinian  (537-565).  The  original, 
found  in  Turkey  in  the  eighteenth  century, 
was  stolen  in  1 8  3  1  and  probably  melted  down. 
The  British  Museum. 


publicly  laid  on  those  astute  politicians  and  adminis- 
trators amongst  the  members  who  raised  it  from  the 
position  of  one  mystery  cult  among  many  to  that  of 
official  state  religion  and.  even  worse,  of  persecutor- 
in-chief  of  all  who  dared  to  stray  from  opinions 
which,  it  was  said,  had  been  enunciated,  privately, 
by  the  one  and  only  God. 

It  was  an  attitude  entirely  foreign  to  the  human- 
ities of  paganism  where  nobody's  god  was  denied.  If 
you  happened  to  believe  in,  say.  Sul  who  presided 
over  the  hot  springs  at  Bath,  the  coming  of  the 
Roman  legions  made  no  difference  except  that  she 
was  declared  to  be  an  aspect  of  Minerva.  You  could 
worship  her  under  either  name,  or  both,  just  as  you 
felt  best  for  your  peace  of  mind.  But  the  Christians 
insisted  that  all  gods  were  false  except  their  own 
which  brought  them  difficulties  because  the  Emperor 
was  a  living  god  and  proper  respect  had  to  be  paid  to 
his  statue.  Those  refusing  could  legitimately  be 
suspected  of  trying  to  subvert  his  authority  and  to 
spread  rebellious  notions.  The  proper  cure  for  this, 
from  the  Christian  point  of  view,  was  to  convert  the 
Emperor.  Constantine  (306-337)  was  the  first  to 
succumb.  The  other  religions  were  not  proscribed  to 
begin  with,  nor  were  the  schools  of  philosophy  shut. 
But  eventually  all  were  swept  away,  to  the  great 
detriment  of  spiritual  and  intellectual  life.  The  Dark 
Ages  closed  in. 

It  is  with  this  very  period  of  gradually  increasing 
darkness  between  300  and  700  that  the  exhibition  at 
the  British  Museum  is  concerned.  All  the  objects  are 
of  silver  or  gold,  or  both,  and  make  a  brave  show  in 
the  cases  which  are  set  in  a  decor  suggesting  an  early 
church.  Everything  was  once  lost  by  its  owner,  either 
because  he  thought  it  best  to  bury  his  treasures  for 
the  time  being  and  then  was  prevented  by  circum- 
stances from  digging  them  up  again:  or  else  he 
carelessly  dropped  them  into  some  inaccessible  place 
from  which  they  have  only  comparatively  recently 
been  retrieved;  or,  finally,  he  had  them  in  his  grave 
with  the  intention  of  removing  them  to  the  next 
world  where  he  was  sure  they  would  prove  useful. 

The  first  thing  that  strikes  one  is  the  wide  diversity 
of  styles  from  the  fourth-century  classical  Mildenhall 
dish  with  its  elegant  Bacchic  dance,  to  the  Sassanian 
plates  of  the  same  date  showing  a  king  on  horseback 
decimating  lions,  rams,  stags  and  boars  in  the 
Persian  mode.  These  are  of  the  highest  quality.  But 
often  the  workmanship  and  design  are  crude,  al- 
though quaint  charm  is  preserved,  for  instance,  in 
the  Antioch  chalice.  Also  fourth  century,  it  is  thickly 
coated  with  an  enormous  vine  in  full  fruit  in  the 
interstices  of  which  are  two  representations  ol  Christ, 
ten  of  the  disciples  comfortably  seated  in  armchairs 
and  various  animals,  birds  and  insects.  A  plain  silver 
cup  is  fitted  inside  and  this  was  firmly  believed  at  one 
time  to  be  the  Holy  Grail  itself.  Unfortunately, 
scholars  have  thrown  doubt  on  the  story. 

In  contrast,  some  objects  are  beautiful  in  their 
simplicity  and  plainness:  silver  bowls  quartered  by 
equal  armed  crosses  with  the  Christian  monogram  in 
the  centre;  a  chalice  decorated  only  with  an  in- 
scription round  the  rim:  a  silver  goblet  on  a  baluster 
stem;  many  of  the  spoons  are  graceful.  But,  generally 
speaking,  the  Roman  taste  was  for  embellishment 
and  plenty  of  it.  Consider  the  two  rich  caskets  made 
for  the  wedding  of  Projecta  and  Secundus  in  the  late 
fourth  century,  found  on  the  Esquiline  Hill  in  Rome. 
They  are  covered  with  mythological  scenes,  such  as 
Venus  on  her  seashell  attended  by  tritons.  The  happy 
pair  are  depicted  enclosed  by  a  wreath  held  by 
unexpurgated  cupids.  Eor  these  early  Christians  felt 
there  was  nothing  sinful  in  having  the  goddess  of 
love,  in  a  state  of  nature  too.  on  their  jewel  box. 

The  exhibition  charts  a  time  of  change  too  slow  to 


be  called  revolution,  though  the  result  was  complete, 
negation  of  the  previous  era,  especially  in  the: 
western  part  of  the  empire  where  cities  stood  aban-: 
doned  because  the  new  inhabitants  of  the  country, 
were  peasants  gathered  in  villages,  cultivating  small; 
fields.  Art  became  mediaeval,  hieratic,  restricted  in. 
subject  matter.  There  was  still  some  trade,  for  money, 
was  minted.  But  to  what  miserable  depths  these  late 
coins  issued  by  the  Gothic  kings  descended  from  their 
Roman  prototypes:  small,  thin,  illiterate,  incom- 
petently designed.  The  sad  progression  can  be  seen  at> 
a  glance  in  the  series  of  cases  mounted  along  the  wall 
as  running  commentary.  Lorist  Collis, 


Three  Hundred  Years  of 
Royal  Commemorative 
Pottery  and  Glass 

1  June-31  July  1977 
Athenaeum  Museum  of  Ceramics. 
City  of  Manchester  Art  Galleries 
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Goblet,  made  by  Thomas  Webb  and  Son, 
engraved  by  Lawrence  Whistler 
for  the  Coronation  of  Queen  Elizabeth  11.  1953. 
City  Art  Gallery.  Manchester. 

( (utbursts  of  Royalist  fervour  have  kept  many  potters 
busy  in  the  past,  and  this  year  is  running  true  to  form. 
Pots  apart,  these  Royal  events  tend  also  to  produce 
an  infinite  variety  of  celebrations,  a  large  number  of 
which  take  the  form  of  exhibitions.  Many  of  these 
exhibitions  will  be  predictable,  repetitive  and  gen- 
erally uninspiring.  However,  amongst  all  this  chaff 
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lere  will  be  a  few  grains  of  wheat:  this  exhibition  in 
lanchester  is  a  nourishing  example.  Small  and 
ighly  selective,  the  exhibition  includes  only 
•venty-five  examples  of  ceramic  commemoration, 
om  Charles  n  to  the  present  day.  The  contributions 
>  these  Royalist  occasions  made  by  potters  over  the 
cars  have  frequently  been  studied  and  assessed,  and 
Is  difficult  lor  any  exhibition  to  lind  a  new  angle.  In 
lis  case  the  organisers  have  adopted  an  angle  based 
ii  aesthetic  judgement,  selecting  items  that  are 
mply  better  than  the  vast  range  of  commemorative 
ares.  This  in  itself  is  refreshing,  for  these  Royal 
ccasions  tend  to  inspire  the  most  undistinguished 
oilers  to  unlikely  Mights  of  fantasy,  resulting  fre- 
uentlv  in  the  production  of  pieces  that  are  whimsi- 
al.  ludicrous,  grotesque  or  just  plain  bad. 
Predictably,  there  are  many  old  favourites  in- 
uded.  the  Toft  slipware  dishes,  the  Lambeth  and 
ristol  delftware  chargers,  the  Young  Pretender 
ine  glasses,  the  transfer-printed  creamwares,  the 
rovvn  stonewares,  and  the  recent  Ravilious  designs, 
lowever.  there  are  also  many  lesser  known  pieces. 
>r  example  Battersea  enamel  plaques,  portrait 
ledallions.  porcelain  busts,  pate  sur  pate  plaques 
lade  at  Minton  by  L.  M.  Solon,  glass  and  pottery 
esigned  by  Keith  Murray  and  the  engraved  glass  of 
aurence  Whistler. 

The  exhibition  also  underlines  the  changed  atti- 
jJes  of  potters,  and  the  public,  towards  these 
ccasions.  In  the  past  they  were  prepared  to  take 
:des.  satirise  and  be  provocative,  with  no  fear  of 
novation,  prejudice  and  humour,  a  far  cry  from 
le  lifeless  repetition  of  traditional  shapes  and  styles 
nd  the  fawning  pomposity  of  present  day  com- 
lemoratives.  An  interesting  group  of  pieces  reflect 
le  public  outrage  at  George  iv's  treatment  of  Queen 
aroline;  I  have  yet  to  see  any  similar  wares  made  to 
efend  Mrs.  Simpson.  Traditionally  potters  knew 
hat  we  are  all  made  of  clay,  and  so  enjoyed  making 
■  ares  that  were  bound  to  outlive  the  deeds  and 
ersonalities  they  commemorated.  A  revival  of  this 
arthy  attitude  would  not  come  amiss. 

Pail  Atterbury 


Old  Masters 

'louet  (c.  i  s  io-i  572)  was  one  of  the  finest 
■xponents  of  Court  portraiture  in  sixteenth-century 
ranee.  This  impressive  example  of  his  work 
epresents  Charles  ix  the  second  son  of  Henri  11  and 
atherine  de'  Medici,  and  ranks  with  the  artist's 
nasterpieces.  Henri  11  in  the  Uffizi  and  Charles  IX  at 
he  age  of  sixteen  in  Vienna.  He  is  shown,  full- 
ength.  wearing  the  Order  of  St.  Michael,  dignified 
ind  sumptuous,  despite  his  pale,  consumptive 
ooks.  his  silvery-grey  costume  set  off  by  the  bright 
ose-pink  of  the  curtain  behind  him  and  the 
Timson  of  the  chair  on  which  he  rests  his  hand. 
The  portrait  was  painted  to  fit  the  space  between 
wo  w  indou  s  in  the  Chateau  de  Chemault.  near 
Means,  which  the  King  built  for  his  mistress.  Marie 
fbuchet.  Here  he  found  repose  from  his  domineer- 
ng  mother  and  the  atmosphere  of  intrigue  and 
violence  at  Court.  The  picture  probably  dates  from 
.  1572.  two  years  before  his  death  in  1  574  at  the 
Jge  of  twenty-four.  A  preparatory  drawing  exists  in 
;he  Bibliotheque  Nationale  in  Paris. 

This  picture  is  included  in  Agnew's  Old  Master 
?xhibition  at  4  5  Old  Bond  Street,  wi.  until  22  July. 
There  are  several  delightful  early  Italian  panels, 
some  fine  sixteenth-  and  seventeenth-century 
Italian  canvases,  including  a  splendid  Orazio 
Gentileschi.  an  impressive  Van  Dyck  portrait  and 
some  seventeenth-century  Dutch  landscapes. 


Francois  Clouet.  Charles  IX.  78  x  42  inches.  Agnew's. 


231 

! 


John  Gerrard  Keulemans 

Original  Plates  for  Lord  Lilford's 
Coloured  Figures  of  the  Birds  of  the  British  Isles' 

30  June-i  3  July  1977 

The  Moorland  Gallery 
23  Cork  Street,  Bond  Street,  wi 


Born  in  1843,  J.  G.  Keulemans.  became  one  of 
the  most  expert  illustrators  of  birds  in  the  later 
nineteenth  century.  His  parents  were  Dutch  and 
his  early  life  was  spent  in  Holland  developing  his 
knowledge  of  natural  history  by  working  at  the 
Rijksmuseum  of  Natural  History  in  Leiden  and 
accompanying  a  zoological  expedition  to  West 
Africa,  all  the  while  making  numerous  studies  of 
birds.  Around  1 870  he  took  up  his  residence  in 
England  and  published  'A  Natural  History  of  Cage 
Birds'  in  1871:  but  from  then  on  his  predominent 
occupation  became  the  illustration  of  other  author's 
ornithological  works.  His  large  output  -  he 


232 


produced  over  twenty  thousand  illustrations  for 
over  one  hundred  books  and  journals  -  never 
effected  the  quality  of  his  work  and  he  was  able  to 
combine  scientific  accuracy  and  fine  draughtsman- 
ship with  asethetic  judgement.  His  artistry  is 
especially  evident  in  his  watercolours  for  Lord 
Lilford's  'Coloured  Figures  of  the  Birds  of  the  British 
Isles',  first  published  in  1885.  The  watercolours  in 
the  exhibition  depict  many  varieties  of  birds,  all 
beautifully  drawn  and  composed  showing  them  in 
their  natural  habitat,  among  the  most  striking 
being  the  Scops  Owl.  the  Bee-cater,  the  Waxwing, 
and  the  Red-necked  Grebe.  m 


Michael  Ayrton 

17  July-14  August  1977 
The  Minories.  Colchester 
2  7  August  -3  October  1977  m. 
Sunderland  Museum  and  Art  Gallery 

This  important  retrospective  of  Michael  Ayrton's 
paintings  and  sculptures  first  opened  in  Birmingham 
in  January  of  this  year.  It  has  brought  together  a 
selection  representative  of  every  period  and  includes 
important  examples  of  the  themes  that  obsessed  the 
second  half  of  his  career.  He  began  as  a  painter  but  it 
was  not  long  before  his  many  talents  led  him  to 
diversify  his  activities:  in  1944  he  took  over  from 
John  I'iper  as  art  critic  to  The  Spectator  and  through- 
out that  decade  he  was  involved  with  theatrical 
design  and  book  illustration,  making  his  mark  in  all/, 
three  fields  due  to  the  fluency  with  which  ideas  were; 
transmitted  through  his  pen.  His  early  paintings,  onf 
the  other  hand,  reveal  an  uneasy  struggle  to  discover! 
a  personal  style.  Unlike  his  friend  and  colleague  John] 
Minton,  he  never  quite  resolved  the  debts  he  owed  toj 
a  variety  of  sources  into  a  language  of  his  own.  His 
experience  of  watching  a  blind  girl  explore  sculpture 
with  her  hands  was  an  important  one.  and  during 
the  'fifties  he  moved  more  and  more  towards  sculp- 
ture. His  interest  was  deepened  by  his  admiration  for 
Giovanni  Pisano.  on  whom  he  later  wrote  a  mono- 
graph with  Henry  Moore,  and  through  his  con-] 
versations  with  Giacometti  in  the  artist's  studio.  The 
Iatter's  influence  is  clearly  felt  in  Ayrton's  Figure  on  aj 
Wall  ( 1  9  S4 ).  expressive  of  the  solitary  nature  of  the 
human  condition  and  of  a  moment  of  suspended! 
movement.  His  friendship  with  Henry  Moore  ted  his 
need  for  technical  advice  and  brought  to  his  atten- 
tion the  sculptural  qualities  of  bones.  Thus  in  his  late 
Sea  Figure  (1974)  the  skull  of  a  Nile  perch  becomes 
metamorphosed  into  the  figure  of  a  man  emerging 
from  the  bone,  the  ridge  of  the  skull  forming  hiFj 
backbone.  Its  taut,  strained  expressiveness  results 
from  the  perfect  equivalence  between  form  and  idea, 
a  marriage  not  often  to  be  found  in  this  exhibition 
where  the  work  seems  dominated  by  intellect  rather 
than  intuition.  After  his  visit  to  Cumae  in  1  y  s f> .  the 
earliest  Greek  colony  in  Italy,  his  fascination  with,! 
Greek  literature  and  myths  led  to  the  persistent  re-j* 
working  of  a  limited  number  of  themes,  as  seen  in  the 
rugged  outlines  and  brute  force  of  his  minotaurs,  his 
repeated  reference  to  the  maze  and  the  soaring 
tragedy  of  his  Icarus  figures. 

To  coincide  with  the  exhibition,  the  Bruton  Gallerj 
in  Somerset  put  on  an  exhibition  of  Ayrton's  lat£j 
drawings  and  etchings.  The  late  graphics,  in  particu 
lar  the  suite  of  sixteen  etchings  based  on  the  poetry 
of  Archilochos.  present  in  distilled  form  certairjl 
qualities  of  his  art:  descriptive  intensity,  drama  and*<| 
sprung  tautness  of  line.  Surprisingly,  the  man  whcjJ 
first  earned  notoriety  as  a  critic  with  a  scathing 
article  on  Picasso,  here  produces  etchings  heavily 
indebted  to  the  creative  acrobatics  of  this  master'^ 
graphic  art.  Francks  Spai.din(1 

The  Undiscovered  Kilim 

The  Whitechapel  Art  Gallery  had  the  happy  idea  t(| 
invite  David  Black  and  Give  Loveless  to  present  arfl 
exhibition  of  oriental  kilims  or  Hat  weave  rugs. 

The  fifty-five  major  examples  from  Europearj 
collections  made  this  the  most  important  kilinl 
exhibition  there  has  ever  been.  The  well-illustratec 
book,  'The  Undiscovered  Kilim'  provides  a  permanenj 
record  in  colour  of  the  exhibition  as  well  as  thought 
of  the  exhibitors  about  this  vigorous,  colourful  art.  a 

1  nti]  recently  kilims  were  not  sought  after  by 


John  Gi  rr.\ri>  Ki  1  1 1  \i  \\v 
Waxwing, 

watercolour  for  Lord  Lilford's  'Coloured  Figures  of 
the  Birds  of  the  British  Isles'.  Volume  11.  plate  42. 
The  Moorland  Gallery. 


European  or  other  lovers  of  textiles  because  they 
n  ere  I  bought  to  be  crude  or  naive.  They  were  usually 
seen  in  Europe  used  as  wrappings  around  bales  of 
■arpets.  This  unpopularity  had  the  welcome  effecl  o) 
.caving  kilim  designs  and  weaver  unaffected  by  the 
jressures  of  the  Western  fashion  and  the  consequent 
.•xport  market.  This  means  that  these  kilims.  mostly 
woven  over  the  last  one  hundred  and  fifty  to  fifty 
years,  possess  an  original  energy  and  directness 
lerived  from  an  uninterrupted  ancient  tradition. 

Tin-  short  written  part  of  the  book  is  of  unusual 
lesign  The  essay  by  Dr.  Jon  Thompson  ties  kilims 
iito  his  developing  theories  of  Asian  art.  He  stresses 
hat  common  Asian  traditions  appear  in  the  design  of 
silims.  This  is  supported  by  the  presence  of  infinitely 
repeated  designs.  There  is  also  the  typically  Islamic 
reciprocal  and  two-way  reading  ol  the  designs, 
summed  up  in  the  question  'Does  the  white  till  the 
.paces  between  the  blue  design,  or  is  it  a  white  design 
m  a  blue  ground?'.  This  visual  punning  is  an 
Wential  stylistic  feature  and  gives  rise  to  the  trans- 
cendental aspect  of  the  optical  illusion  and  feeling  of 
fefinite  uncertainty  produced  by  this  art.  There  is 
tlso  an  enthusiastic  question  and  answer  transcript 
i|  ihc  lenders  or  collectors  in  conversation  with  the 
exhibitors.  They  discuss  emotions  and  feelings  about 
kilims  which  is  normally  looked  down  on  as  a  form  of 
art  criticism',  but  may  be  appropriate  when  trying  to 
look  at  kilims  as  a  serious  product  of  tribal  art. 

The  kilims  were  made  in  Thrace.  Anatolia,  the 
Caucasus  and  Persia.  The  brilliant  contrasted  colour- 
ing gave  me  the  heady  feeling  of  snow-blindness 
because  you  look  at  the  side  of  the  wool  in  a  kilim. 
rather  than  the  end  of  the  woollen  pile  in  a  piled 
carpet.  The  technical  and  more  exact  geographical 
attributions  of  kilims  will  be  discussed  in  the  forth- 
coming book  by  Yanni  Petsopoulos,  one  of  the 
lenders  to  the  exhibition. 

Robert  Chknciner 


The  Royal  Academy 
Summer  Exhibition,  1977 

21  May-14  August  1977 
Burlington  House,  Piccadilly,  wi 

This  year  there  were  cash  prizes  to  be  won  at  the 
Royal  Academy:  £1.000  for  the  Exhibit  of  the  Year, 
lor  which  the  public  were  invited  to  vote,  and  a 
similar  sum,  by  way  of  a  Jubilee  prize,  for  'the  most 
distinguished  work  by  a  non-member'.  Looking  for 
these  two  particular  needles  in  the  annual  haystack 
is  a  hopeless  business,  and  unlikely  to  yield  in 
satisfaction  what  it  takes  in  time  and  sore  feet.  This 
L  year  there  are  1 ,46  5  exhibits:  and  it  takes  a  visitor 
determined  to  get  his  money's  worth  not  to  walk 
;  straight  past  1,400  of  them.  This  is  not  meant  as  a 
dismissal  of  the  bulk  of  the  show,  but  to  acknowledge 
the  need  to  give  full  attention  to  the  relative  handful 
that  plead  most  eloquently  from  the  busy  walls. 

I  confess  that,  year  after  year.  I  make  first  for  the 
etchings  and  drawings,  which  demand  a  fresh  and 
undazzled  eye  if  they  are  to  get  a  fair  chance.  This 
1  year  they  seem  as  varied,  imaginative  and  techni- 
;  cally  daring  as  in  recent  summers,  and  probably  the 
I  best  collector's  quarry  of  the  lot.  The  English  affinity 
with  wood-engraving  shows  up  in  tender  little 
studies  such  as  Robert  Ball's  The  Ruin.  Mansell  and 
Monica  Poole's  Dead  Trees,  Sheppey,  either  of  which 
can  be  bought  for  less  than  what  some  visitors  are 
likely  to  spend  on  their  fares  and  lunch  for  the  day 
out.  (It  is  permissible  to  discuss  the  Royal  Academy  in 
these  mercenary  terms,  since  the  crowds  are  there  to 
eye  the  prices  as  well  as  the  wares.) 


John  Nash,  k a. 
River  by  Moonlight, 
watercolour. 
The  Royal  Academy  0]  Arts. 


Etchers,  on  the  whole,  are  better  at  etching  than 
painters  are  at  painting,  so  that  one  should  not  hurry 
this  part  of  the  exhibition.  My  notes  remind  me  of  a 
beautifully  composed  etching  and  aquatint,  called 
One  Rook  be  Crows,  three  Crows  be  Rooks,  by  Ellen 
Gilbert,  and  a  hand-coloured  etching.  Nuits  St. 
George,  by  Graham  Clarke,  which  is  worth  craning 
your  neck  to  see  (it  is  hung  uncomfortably  high). 
Doomed  Elms,  a  wood  engraving  by  William 
Rawlinson.  is  both  poignant  and  precise.  Raymond 
Cowern  ra  has  a  couple  of  etchings,  side  by  side, 
which  may  justly  be  compared  with  the  work  of 
Francis  Seymour  Haden  at  the  height  of  the 
nineteenth-century  English  revival. 

Of  the  pencil  drawings,  a  group  by  the  sculptor 
Ralph  Brown  ra.  in  the  large  South  Room,  on  the 
theme  of  embracing  figures,  have  authentic  energy. 
Watercolour  drawing  is  well  represented.  Sir  Hugh 
Casson's  annual  group,  as  modest  in  size  as  they  are 
luminous  in  talent,  catch  the  eye  (all  sold  in  five 
minutes),  and  there  is  a  dashing  exercise  by  James 
Fitton  ra  in  watercolour,  gouache  and  pastel,  called 
Deviations  of  Landscape,  a  reminder  of  the  north 
European  romantic  strain  in  landscape  painting, 
discernible  also  in  the  earthy  farming  scenes  by 
Sheila  fell  ra. 

There  is  more  of  a  mixture  of  work  and  media  this 
year  than  1  remember,  and  small,  modest  works  keep 
peeping  out  from  among  their  more  assertive  neigh- 
bours. It  pays  to  scan  the  fringes  as  well  as  the  prime 
positions  occupied  by  the  Academicians.  Vivien 
Pitchforth,  with  his  half-dozen  immaculate  water- 
colours,  holds  his  own  in  somewhat  strident  com- 
pany; John  Bratby,  not  a  man  to  take  any  notice  of 
trends,  defies  you  to  walk  past  his  massed  canvases 
of  teeming  family  life.  Ted  Chicken  PC,  the  policeman 
at  Buckingham  Palace,  is  back  with  one  of  his  bird 
pictures,  this  time  a  sparrow  hawk:  and  I  admired  the 
two  paintings  by  Haraldur  Bilson,  who  lives  in 
Florence  Nightingale  House,  in  which  circus  and 
carnival  figures  disport  themselves,  incon- 
sequentially, in  a  happy  landscape. 


for  thousands  of  visitors  to  London  this  summer, 
the  exhibition  may  well  be  taken  to  represent  the 
state  of  British  art  in  1977.  This  is  not.  of  course,  the 
case.  Despite  the  excellence  of  the  best  work  to  be 
seen,  the  general  standard  is  unremarkable,  and 
nearly  all  the  most  prominent  British  artists  of  the 
day  are  absent.  This  is  nothing  new.  and  it  is  well 
understood  by  the  public  at  large,  among  whom  the 
Royal  Academy's  summer  exhibition  ranks  as  a 
cheerful  art  supermarket.  The  difference  between  its 
devotees  and  visitors  to  the  more  esoteric  galleries 
around  Bond  Street  and  St  James's,  is  that  they  set 
out  knowing  that  at  Burlington  House  there  will  be 
something  they  will  enjoy.  That  is  an  honourable 
function;  and  this  year,  once  again,  no-one  is  likely  to 
be  disappointed.  Denis  Thomas 

Stratfield  Saye,  Berkshire 

At  Stratfield  Saye.  a  permanent  exhibition  devoted  to 
the  first  Duke  of  Wellington  has  been  opened  in  a 
stable  block  opposite  the  house.  On  entering  the 
stables,  one  passes  the  fine  harnesses  used  for  the 
Duke's  carriage  and  enters  the  old  saddlery  where 
photographs  spanning  the  whole  of  his  life  till  the 
walls.  The  second  part  of  the  exhibition  takes  place  in 
the  stalls  where  various  aspects  of  the  Duke's  career 
are  highlighted.  These  include  a  Peninsular  stall 
with  a  trunk  of  spoils  taken  from  the  fleeing  King 
Joseph  Bonaparte,  a  political  stall  with  the  Duke's 
walking  stick,  hearing  aid  and  many  cartoons  and 
letters,  and  a  stall  devoted  to  Waterloo.  The  final 
section  is  housed  in  the  loose  boxes  where  there  are 
examples  of  the  Iron  Duke's  clothing,  split  up  into 
three  categories  in  separate  dressing  rooms.  The 
exhibits  include  his  boots,  lasts,  nightgowns,  coat 
and  page's  uniform  for  the  coronation  of  George  IV, 
all  of  which  are  in  excellent  condition.  This  is  a  small, 
but  well-designed  exhibition  which  gives  an  interest- 
ing insight  into  the  Iron  Duke's  career  and  his  own 
personal  taste.  Sara  Nicholson 
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Francisco  de  Palacios. 

Vanitas  Still-Life. 
1 66os,  50  x  6s. 8  cm. 


Reputedly  a  pupil  of  Velazquez.  Palacios 
(c.  1625-1676)  is  now  known  solely  as  a  painter  of 
still-lifes.  only  a  few  of  which  have  been  published. 
This  painting  is  included  in  a  small  exhibition  of 
mixed  Old  Masters.  'Aspects  of  Painting  over  Six 
Centuries'  at  the  Trafalgar  Galleries,  35  Bury  Street, 
St.  James's,  svv  1 .  until  the  middle  of  this  month. 
Another  Spanish  painting  is  the  Hoy  eating  from  an 
earthenware  bowl  by  Pedro  Nunez  de  Villa vicencio,  a 
pupil  of  Murillo's.  There  are  several  pictures  from 
various  Seicento  Italian  schools:  from  Florence  a 


Holy  Family  by  Matteo  Rosselli  and  a  magnificent 
Virgin  of  Solitude  by  Carlo  Dolci.  from  Lombardy  a 
modello  for  the  Marriage  at  Carta  by  Morazzone.  from 
Bologna  a  Saint  Sebastian  and  from  Rome  a  small 
copper  panel  by  the  Cavaliere  d'Arpino.  From  the 
Florentine  late  Trecento  is  a  fine  Madonna  and  Child 
panel  by  Gerini.  Pictures  from  north  of  the  Alps 
include  a  mythological  scene  by  Marten  de  Vos.  and 
a  golden  Italianate  landscape  by  Jan  Both  which 
contrasts  with  a  typically  Flemish,  mountainous 
landscape  by  David  Teniers  the  Younger. 


Champleve  white  enamelled  bowl 
by  Douglas  Wagstaff. 

From  'Loot'  an  exhibition  of  jewellery  and  silver 

designed  by  contemporary  craftsmen,  at  the 
Goldsmith's  Hall  until  1  6  July.  It  accompanies  a 
photographic  display  of  the  Worshipful  Company  of 
Goldsmith's  continuing  work  in  support  of  jewellers 
and  silversmiths,  in  celebration  of  their  six  hundred 
and  fiftieth  anniversary. 


ITALY 


French  Pictures  in 
Florentine  Public  Collections 

It  is  hardly  surprising  that  Florentine  public  col- 
lections should  possess  a  conspicuous  nucleus  of 
French  paintings.  Generations  of  intermarriage 
between  the  Medici  and  various  branches  of  French 
royalty  followed  by  the  rule  of  the  Lorraine  dynasty 
in  Tuscany  and  that  of  Napoleon's  sister.  Elisa 
Baciocchi.  encouraged  a  continuity  in  Franco- 
Florentine  artistic  exchanges  later  supplemented  by 


museum  acquisitions.  Indeed  an  exhibition  of  French 
art  in  Florence  was  held  directly  after  the  last  War, 
but  since  then  a  systematic  exploration  of  gallery 
deposits  has  brought  to  light  much  material  which  i? 
now7  available  to  the  public,  within  the  perspective  oi 
recent  scholarship  and  many  fresh  attributions 
through  the  exhibition  recently  1  until  30  June  1  at  tht 
Pitti  Palace.  Florence.  Over  a  hundred  and  fifty 
paintings,  together  with  a  selection  of  miniatures, 
tapestry,  furniture,  porcelain  and  clocks,  made  up 
one  of  the  most  comprehensive  displays  of  French  an 
yet  to  be  viewed  in  Italy. 

The  paintings  ranged  chronologically  from  the' 
exquisite  Small  Bargello  Diptych  of  the  mid) 
fourteenth  century  and  Froment's  1461  triptych 
from  the  convent  of  Bosco  ai  Frati.  lent  by  the  Uffizij 
to  canvases  by  Pissarro  and  Maurice  Denis.  Over  two 
hundred  years  of  court  portraiture,  from  the  Valoii* 
through  the  Bourbons,  were  documented  with  exf 
amples  of  the  work  of  such  artists  as  Francois  ClouetJ 
Pourbus  the  Younger.  Nanteuil.  J-F.  de  Troy  anqj 
Nattier.  After  the  fall  of  the  Ancien  Regime  and  thej 
1793  anti-Jacobin  reaction  in  Rome.  Florence  bej 
came  a  haven  for  French  artists  stranded  abroad:  th«j 
activity  of  Fabre,  Gauffier  and  Gagneraux  in  the  citj 
during  that  period  was  represented  by  another  group 
of  portraits.  However  the  seventeenth  and  eight 
eenth  centuries  were  preponderant,  and  the  exhMi 
bition  reaffirmed  the  discrimination  of  the  lateif 
Medici  as  collectors.  The  L'ffizi  lent  one  of  Claude 
Lorrain's  most  celebrated  creations,  the  1637  Viewojl 
a  port  with  Villa  Medici  acquired  by  Cardinal 
Leopoldo:  the  deposits  of  the  same  gallery  yielded  up 
the  two  splendid  Courtois  battles  illustrating  vic- 
tories of  Don  Mattias  in  the  War  of  Castro,  as  well  aji 
Rigaud's  1698  portrait  of  Bossuet.  one  of  severa|i| 
French  pictures  commissioned  by  Cosimo  hi.  Yet  the 
choice  of  exhibits  was  not  confined  to  the  holdings  01. 
state  museums,  for  important  samples  of  French 
experimentation  with  Caravaggesque  imagery  came 
from  the  Corsini  Gallery  {The  Cook  by  the  so-called 
Pensionante  del  Saraceni'  and  Leclerc's  ghostly 
Denial  of  Saint  Peter)  and  from  the  Longhi  Foundatior|( 
Saint  Taddeus  by  the  Maestro  del  Giudizio  dfl 
Salomone'. 

Jean-Francois  de  Troy. 
Louis  XV  and  his  betrothed, 
Maria  Anna  Vittoria,  Infanta  of  Spain, 
signed  and  dated  1723'. 
Palazzo  Pitti.  Florence. 


I    Two  major  sections  comprised  historical  col- 

!,  -ctions  presented  as  such.  One  consisted  of  fifty  self- 
ortraits  of  French  artists  from  the  collection  begun 

j  y  Cardinal  Leopoldo  de'  Medici.  A  few  of  these  have 
cen  on  exhibit  since  1972  in  the  V'asarian  Corridor 
I  the  I  ffizi  periodically  open  to  the  public,  but  on  this 

j  cession  a  number  of  relatively  unfamiliar  faces 
anked  the  better-known  effigies  of  painters  like 
lotard.  Vigee-Lebrun.  David  and  Delacroix.  Andre 
^odan's  signature  was  deciphered  on  a  picturesquely 
ishevelled  portrait  that  increases  the  small  corpus  of 
is  work:  Antoine  de  Favray  appeared  as  a  Knight  of 
lalta  against  the  backdrop  of  Constantinople  by  way 
f  illustrating  his  elective  residences:  J-E.  Blanche 
truck  a  fin-du-siecle  note  in  the  company  of 
laguerreotvpe-in-paint  visages  such  as  Coudet  and 
1  'abanel. 

\  second  group  was  composed  of  the  twenty-seven 
anvases  acquired  by  Ferdinand  tn  in  1792/3  to 
ound  out  the  Grand-Ducal  collection  of  French 
ainting.  The  reassemblage  of  this  purchase  provided 
n  opportunity  to  evaluate  the  state  of  con- 
oisseurship  at  the  end  ol  the  eighteenth  century,  for 
bout  half  of  the  attributions  with  which  the  pictures 
Rived  in  Florence  have  been  revised.  For  example,  a 
littering  Simon  Vouet'  Annunciation  was  convinc- 
lgly  referred  to  Michel  Dorigny,  and  the  restoration 
fa  Sebastian  Bourdon'  Rest  on  the  Flight  into  Egypt 

I  as  revealed  the  signature  of  Rene  Dudot.  known 

1  nly  through  his  engravings  and  one  other  painting. 

!  or  a  problematic  subject  now  identified  as  the  Re- 

1  ivery  0)  the  body  of  Zenobia,  dramatically  rendered 
.  ith  Poussinesque  overtones,  the  name  of  J-B.  Corn- 

,  ille  was  tendered.  W  ithal  it  is  clear  that  Ferdinand 
as  not  worsted  in  the  bargain,  for  Boucher's  frothy 
ttleoval  with  Christ  and  the  youthful  Saint  John  and 
icques  Stella's  Christ  served  by  the  angels,  a  master- 

|  iece  of  this  artist's  distinctive  classicism,  quite 
ompensate  for  two  dubious  Poussins. 

French  Painting  in  Florentine  Public  Collections' 
ontinued  a  tradition  established  by  the  1971 
lorence  and  England'  exhibition  also  promoted  by 
larco  Chiarini,  Director  of  the  Palatine  Gallery,  and 

,  .ill  be  followed  by  Flemish  Painting  and  Rubens' 
cheduled  lor  this  summer.  This  initiative  has  re- 
Dived  the  dual  problem  of  otfering  a  glimpse  of  many 
ictures  seldom  accessible  to  the  general  public  and 
I' providing  something  more  durable  in  the  form  of  a 
omplete  catalogue  of  French  painting  in  Florentine 
luseums  (including  items  not  in  the  exhibition)  by 
'ierre  Rosenberg.  Conservator  of  the  Department  of 
'aintings  at  the  Louvre.  Stella  Rudoi  ph 


FRANCE 


Exhibitions  in  the  provinces 

\t  the  Musee  de  La  Roche-sur-Yon  (Vendee)  are 
iouaches.  pastels  and  drawings  by  Jean  Launois 
i8sS-ii)42).  They  represent  the  disenchantment 
.if  this  solitary  poet  and  painter  with  his  various 
lourneys  through  Algeria  and  [ndo-China  which  he 
portrayed  both  voluptuously  and  despairingly  as 
evil  places'.  After  the  exhibition  at  the  Musee  d'Art 
Moderne  in  Paris  the  public  in  the  provinces  can  now 
see  these  lively,  astounding  and  realistic  works 
which  reveal  the  great  perceptiveness  of  this  artist. 
,  regarded  as  maudit  (cursed),  who  was  the  friend  of 
Andre  Gide  and  Albert  Marquet.  (Until  30  July). 

Until  jo  August  at  the  Musee  des  Beaux-Arts  at 
Pau  (Basses  Pyrenees)  are  paintings  by  the  Italian 
Peverelli.  born  in  Milan  in  1922.  With  his  studio  as  a 
subject  he  experiments  with  numerous  variations 
and  interiors  using  open  architectural  forms  and 


subtly  arranged  imaginary  visions  to  create  the 
shapes  of  his  fantasy. 

At  the  Musee  Cantini  at  Marseille  (Bouches-du- 
Rhonel  are  the  recent  portraits  and  paintings  of 
another  Italian  artist,  born  in  Bologna  in  1935, 
Valerio  Adami  (until  1  5  September).  In  a  style  both 
synthetic  and  dynamic,  simple  forms  and  everyday 
objects  are  painted  in  clear  well  defined  tones  rather 
as  on  posters. 

At  the  Musee  Bargoin  of  Clermont-Ferrand  until 
1  s  October  are  the  sculptures  of  Louis  Chavignier 
(1922-1972).  Inspired  by  the  mountains  of  the 
Haute-Auvergne  of  his  childhood  the  artist  returns  to 
natural  abstract  forms  for  his  severe  monumental 
bronzes. 

At  the  Musee  des  Beaux-Arts  at  Dijon,  until  7 
August,  there  is  a  retrospective  exhibition  of  Jcan- 
Baptiste  Greuze  (1 725-1805)  mounted  by  the 
Wadsworth  Atheneum  of  Hartford:  one  hundred  and 
twenty  paintings  and  drawings  taken  mainly  from 
French  and  American  collections.  Greuze.  who  exe- 
cuted genre  and  historical  paintings,  portraits  and 
drawings  is  both  famous  and  misunderstood.  The 
sentimentality,  common  in  his  day,  which  in- 
fluenced some  of  his  moralising  and  emotional 
paintings,  occasionally  makes  one  forget  the  very 
modern  forcefuiness  of  his  vision  and  technique. 

At  the  Musee  de  Colmar,  until  2  October,  is  an 
exhibition  of  the  art  of  Nicolas  de  Stael  (1914- 
1  95  5  I.  This  is  a  refined  synthetic  art  of  a  both  brutal 
and  subtle  abstract  form,  eliminating  all  detail, 
favoured  by  many  of  today's  young  painters. 

At  the  Musee-Chateau  at  Dieppe  until  1 5 
September  are  the  canvases  of  Joseph  Vernet 
(  1  714-1  7S9)  inspired  by  the  port  of  Dieppe.  From 
1  753  to  1  763  he  was  officially  commissioned  by  the 
king  to  paint  the  ports  of  France  -  and  for  this  reason 
he  stayed  for  some  time  on  the  Channel  coast  making 
many  studies  of  the  cliffs  of  Normandy  in  the  region 
of  Dieppe. 

At  the  Musee  de  I'Hospice  Comtesse  at  Lille,  until 
5  October,  is  'Le  Passe  de  la  Metropole':  the  results  of 
fifteen  years  of  excavation  and  archaeological  re- 
search in  the  north  of  France.  The  discoveries  extend 
from  the  Palaeolithic.  Bronze  and  Iron  Ages  to  the 
Middle  Ages  and  include  dwellings  and  tombs  of  the 
Gallo-Roman  period.  gs 


Jean  Launois.  Jeanne  Avril. 
pencil  drawing.  25  x  19  cm. 
Musee  de  La  Roche-sur-Yon. 

Nineteenth-century  Europe 

Under  the  title  Landscape  in  Europe  in  the  nine- 
teenth century'  the  Galerie  Claude  Marumo  ( 243  rue 
Saint-Honore)  is  showing  a  selection  of  paintings 
signed  by  artists,  major  and  minor,  born  in  western 
Europe  during  the  last  century.  Some  fifty  landscapes 
and  seascapes  illustrate  Belgium  ( Stevens.  Fourmois. 
Cesar  de  Cock).  Holland  (Grimelund.  Rust.  Schutze). 
Sweden  (Wickenberg),  Denmark  (Schenck), 
Germany  (Theodore  Weber,  Hintz.  Kraus). 
Switzerland  (Bodmer.  Amadee  Bauditl  and  France 
(Daubigny.  Lepine.  Trouillebert.  Harpignies)  among 
many  others.  It  is  a  very  entertaining  choice  which 
brings  together  with  great  sensitivity  artists  who 
were  the  first  to  break  with  academic  tradition  and 
classicism  and  install  their  easels  in  front  of  the 
subject  without  embellishing  nature  and  their  com- 
positions with  some  mythological  or  historical 
theme.  Gerald  Schurr 


Johann-Adolph  Rt  st.  The  Port.  Galerie  Marumo.  Paris. 
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Gabriele  Munter 

Kandinsky's  wife.  Gabriele  Munter  (1877-1962)  is 
now  recognised  as  an  artist  in  her  own  right.  From 
1908  onwards  she  played  an  active  part  in  the 
creation  of  Expressionism  with  the  synthetic  and 
violent  style  of  her  own  particular  lyricism.  The 
exhibition  now  taking  place  until  27  July  at  the 
Galerie  im  Lembachaus  in  Munich  demonstrates 
how  she  developed  from  1909  to  19 1 2  and  came  to 
join  the  Blaue  Reiter  group  which  included 
Kandinsky.  Franz  Marc  and  August  Macke. 
Differences  arose  among  her  friends  and  she  then 
joined  the  Munich  group  Der  Sturm  remaining 
faithful,  however,  to  her  symbolist  style  and  pas- 
sionate inspirations.  gs 

L'Ecole  de  Paris 

Originally  the  title  L'Ecole  de  Paris  was  applied  to  the 
group  of  artists  who.  all  from  abroad  and  of  similar 
outlook,  assembled  at  Montparnasse  just  after  the 
first  World  War.  The  great  names  were  Pascin. 
Modigliani.  Chagall.  Soutine  and  Kisling.  For  the 
most  part  Jewish  by  birth,  they  were  Romantic. 
Expressionist  and  profoundly  individualistic.  The 
canvases  on  view  until  1  7  July  at  the  Kunsthalle  of 
Cologne  demonstrate  the  spirit  of  restlessness  which 
permeates  the  work  of  these  'displaced  persons' 
despite  their  very  distinct  characters.  gs 


SWITZERLAND 


A  dialogue  between 
painting  and  photography 

Until  24  July  there  is  an  interesting  exhibition  at  the 
Kunsthaus  of  Zurich  illustrating  the  links  in  the 
nineteenth  century  between  painting  and  photo- 
graphy and  the  obvious  influence  of  the  truthfulness 
of  the  latter  over  the  Realist  painters.  Various  forms 
of  pictorial  art  are  on  view  and  there  are  numerous 
masterpieces  of  photography  both  before  and  con- 
temporary with  the  Belle-Epoque.  from  England  and 
the  United  States,  from  Switzerland,  in  the  case  of 
France,  from  the  Parisian  collector  Gerard  Levy. 
Certain  of  the  dioramas  (by  Daguerre  for  instance)  in 
the  care  and  precision  of  their  detail  foreshadow  the 
Hyperrealism  of  today.  From  Delacroix  to  Courbet 
and  Mucha  artists  used  photographs  for  their  studies 
of  nudes  and  for  research  into  posture.  Some  of  the 
poses  of  bathers  in  front  of  a  lens  bear  an  unmistak- 
able resemblance  to  the  sleek  elegance  of  the 
Odalisques  of  Ingres.  Well  known  engravers  such  as 
Alophe  reproduced  exactly  in  their  lithographs 
photographs  of  peasant  scenes  taken  from  life.  There 

Daguerre. 
Personnages  visitant  une  mine  medievale, 
102  x  1  54  cm. 
Kunsthaus,  Zurich. 


are  several  sumptuous  portraits  I  Theophile  Gautierioi 
example!  taken  by  Nadar.  and  others  by  Carjat  d 
which  Nadar  said  they  were  as  ample  as  a  Van  Dycl 
and  elaborate  as  a  Holbein'.  And  vice  versa:  there  an 
photographs  which  resemble  paintings  the  subject: 
of  which  recall,  in  their  composition  and  lay-out.  th< 
canvases  of  Manet  and  the  pastels  of  Degas.  This  i 
demonstrated  by  the  Pictorialistes,  a  movemen 
supported  by  the  Revue  du  Photo-Club,  or  in  thi, 
United  States  by  the  experiments  of  Photo-Secessior, 
as  illustrated  by  Camera  W  ork.  a 
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he  Dissolution  of  Mentmore 

he  historic  dispersal  of  the  contents  of  Mentmore  Towers.  Buckinghamshire. 
>ok  place  between  18-27  May  The  grand  total  was  £6, 589.9  }  5.  So  much  ink 
as  been  spilt  and  so  many  voices  hoarsened  arguing  the  pros  and  cons  of  the 
Dvernment's  decision  to  reject  Lord  Rosebery's  offer  of  the  house  and  its 
intents  to  the  nation  in  lieu  of  death  duties,  for  three  million  pounds,  that  it 
ould  be  superfluous  to  add  more.  One  can  only  reiterate  a  lament  for  the 
■mise  of  a  collection,  which  in  spite  of  not  being  respectable'  because  it  was 
iireign'  and  being  tasteless'  to  retined  mid-twentieth-century  eyes  because  it 
as  made  by  Victorians,  was  certainly  unique  and  by  any  standards  contained 
>me  magnificent  objects,  many  of  which  will  now  be  lost  to  Britain.  It  has 
.■en  reported  that  the  Government  is  conserving  its  cultural  funds  for  more 
nportant  houses  and  collections  that  may  be  endangered  in  the  future,  but  if 
lis  case  has  been  handled  with  so  little  sensitivity  and  surrounded  with  so 
iuch  confusion,  what  hope  is  there  for  any  collection? 

■nly  a  v  ery  small  percentage  of  lots  were  unsold,  three  of  the  outstanding  pieces 
flg  .1  German  or  Flemish  tortoiseshell  and  silver  cabinet,  late  seventeenth 
.■ntury  ibought  in  at  £  56.0001  a  Sevres  veilleuse  or  night  light  with  a  date  letter 
7S9  ibought  in  at  £  I .800)  and  a  Louis  xv  ormolu-mounted  marquetry 
•creiaire  en  petite  stamped  bvrb  jme',  c.  i  750.  which  was  bought  in  at 
280.000.  £40.000  more  than  the  auction  record  paid  for  a  piece  of  furniture. 


1.  Louis  xv  singing-bird  and  orange 
tree  musical  automaton  by  Richard 
of  Paris:  the  movement  signed 
Richard  Rue  des  prouvaires  a  Paris  and 
contained  in  a  square  kingwood  and 
tulipwood  parquetry  tub.  and  dated 
'1757'.  the  metal  tree  enamelled  in 
natural  colours  with  green  leaves 
and  gold  oranges  and  enlivened  by 
white  Yincennes  porcelain  orange 
blossom,  the  two  birds  perched  amid 
the  branches. 
Height  overall:  70  cm. 
£90.000  to  Nazerian  from  Teheran: 
a  world  auction  record  for  an 
automaton.  This  seems  to  be  one  of 
the  earliest  surviving  singing-bird 
mechanisms,  contemporary  with  the 
Shepherd  Clock  by  Pierre  lacquet  Droz 
now  in  the  Roval  Palace  in  Madrid. 


2.  Louis  xv  Louis  xvi  transitional  ormolu-mounted  parquetry  commode, 
attributed  to  M.  G.  Cramer,  c.  1  770.  Width:  142  cm. 
£20.000  to  Reid  E.  Martin,  an  American  private  buyer. 

A  similar  commode,  stamped  M.  G.  Cramer,  is  in  the  Musee  Nissim  de  Camondo. 


3.  Louis  xvi  ormolu-mounted 
kingwood  two-faced  orrery  clock, 
dated  1779.  Height:  241  cm. 
£40.000  to  Nazerian. 


5.  One  of  a  pair  of  Venetian  marble 

busts  of  Blackamoors,  second  half 

seventeenth  century. 

Height:  78.5  cm. 

£32.000  to  an  American  buyer. 


6.  One  of  a  pair  of  Louis  XIV 
silver-gilt  table  candlesticks, 
marked  on  bases  and  stems  by 
Pierre  Masse.  Paris  1664. 
Height:  I  7.3  cm. 
£30.000  to  P.  Zervudachi. 
London  agent. 


4.  Augsburg  ormolu-mounted  table  mechanique 

in  elaborate  Rococo  marquetry,  partly  in  ivory  and  mother-of-pearl,  the  door  of 
the  central  cupboard  set  with  a  finely  wrought  silver-gilt  plaque  of  the  Triumph 
of  Ceres  and  Bacchus,  attributed  to  Johann  Andreas  Thelot  1 16  54-1  734): 
constructed  c.  18  50  partially  using  a  mid  eighteenth-century  writing  cabinet. 
Width:  137  cm.  £26.000. 


7.  Roman  soldier  from  a  set  of  four 
Florentine  pielra  dura  figures 
probably  from  a  Crucifixion  group, 
in  the  manner  of  Francesco  Mochi, 
Grand-Ducal  workshops,  c.  1650. 
Fach  2  3-2  5  cm.  high. 
£40.000. 


8.  Louis  \i\  ormolu-mounted  boulle 
commode  inlaid  with  berainesque 
designs  in  brass,  scarlet  tortoiseshel 
and  pewter:  c.  1 700. 
U  idth:  1  1 9  cm. 
£20.000  to  P.  Zervudachi, 
London  agent. 


9.  One  of  a  set  of  seventeen  giltwood 
armchairs,  c.  1850.  covered  in 
Roman  silk  embroidery,  c.  1720. 
£37,000  to  Nazerian. 
Teheran  buyer. 
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10.  Bartoi.omko  Veneto. 
A  Lady, 

signed  and  dated  1530, 
panel,  93  x  70cm. 
£28.000  to  Colnaghi's. 


1  1 .  Italian  ivory  figure  probably  of 
Cosimo  de'  Medici  (151 9-1  574): 
sixteenth  century. 
Height:  50  cm. 

£30,000  to  a  private  collector. 


I  2.  JOHANN  ZOEFANY. 

The  Plundering  of  the  King  's  Cellar. 
Paris,  10  August  1792, 
99  x  127  cm. 
£33.000. 

Kngraved  in  mezzotint  by  Richard 
Farlom,  I  795. 


1  3.  Louis-Nicolas  and  Henri-Joseph 
van  blarenberghe. 
The  Champs-Elysees, 
signed  and  dated  '  1  775'. 
gouache.  315  x  255  mm. 
£16.000 

Below. 

1 4.  Grisaille  team  and  cover  by  Jean 
Court  dil  Vigier.  painted  with  the 
story  of  Adam  and  Eve.  after  Lucas 
van  Leyden  and  with  Cain  and  Abel, 
signed: 

second  half  sixteenth  century. 
Height:  1 8  cm. 
£7.000 


15.  North  German  amber  games 
board,  the  outside  for  Nine  Men's 
Morris  and  Chess  and  Draughts,  the! 
inside  for  Backgammon,  constructed 
of  alternating  clear  and  opaque 
amber,  the  whole  framed  in  ebony 
with  silver  strapwork  mounts: 
seventeenth  century. 
Open:  73.5  x  37  cm. 
£52.000  to  Mannheimer, 
Zurich  dealer. 

a  world  auction  record  for  an 
amber  work  of  art. 
The  fine  collection  of  amber  at 
Mentmore  may  have  been  inspired  t 
an  Amber  Room  at  Tzarskoe-Selo 
built  in  the  eighteenth  century  and 
destroyed  in  the  Second  World  War.1 


).  Milanese  rock  crystal  ewer  from 
eSaracchi  workshop,  the  bowl 
taglw  cut  with  Adam  and  Eve 
mpted  by  the  Serpent  in  the 
arden  of  tden: 

lird  quarter  sixteenth  century, 
eight:  24.2  cm. 

28.000  to  Meyer.  German  collector. 


4  «? 


I  17.  The  Brighton  Cup. 
Brighton  Races.  1869. 
Tentrepiece  of  frosted  silver  and 
ironze  made  by  C.  F.  Hancocks  and 
-ompany  from  designs  and  models 
>y  Raphael  Monti,  on  an  ebonised 
•vood  plinth:  with  maker's  mark, 
London  1869. 

Height  of  centrepiece:  59.7  cm. 
El 3.000  to  Emanouel. 
'.ondon  dealer, 
world  auction  record  for  a 
piece  of  Victorian  silver. 


18.  Augsburg  tortoiseshell. 
mother-of-pearl  and  ;)/ctr<j  dura 
quarter-repeating  altar  clock 
mounted  in  silver  and  gilt  metal: 
the  movement  and  dial  in  a  baroque 
case  with  chinoiseries  and  oriental 
figures:  the  lower  part  with  a  drawer 
fitted  with  a  contemporary  Meissen 
tea-service  painted  with  gilt  birds  and 
chinoiseries  and  a  lower  drawer  with 
a  pen  compartment  and  two  gilt 
containers:  c.  1 730. 
Height:  1  1 4  cm. 

£70.000  to  R.  A.  Lee.  London  dealer. 


19.  Pisces  1  February  I.  with  a 
weaver's  mark  d.l.  croix', 
350  x  320  cm. 

f  8.000  to  J.  Stodel.  London  dealer. 
From  Les  Mois  Lucas,  a  complete  set 
of  Gobelins  Tapestries  of  the  Zodiac 
months  by  Dominique  de  la  Croix 
including  two  by  Michel  Souet  and 
Jean  de  la  Fraye.  probably  after 
Lucas  van  Leyden:  c.  1 700. 


2 1 .  Augsburg  ebony  house-altar 
and  table-cabinet  with  silver  mounts: 
the  metalwork  attributed  to  the 
goldsmith  Matthias  VValbaum  and 
the  interior  with  contemporary 
paintings  on  copper,  c.  1600. 
Height:  76  cm. 
£1 1. 000. 


22.  One  of  a  pair  of  Yincennes  vases 
(pot  pourri  Pompadour)  decorated  with 
a  violet  ground  below  a  white  border: 
one  with  interlaced  l's. 
C.  1756. 
Height:  43  cm. 

The  only  other  recorded  pieces  with 
this  violet  ground  are  a  pair  of  Seaux 
a  verre  (forme  du  Roy)  in  the 
Ashmolean  Museum:  this  and  the 
previous  two  lots,  are  the  only  vases 
of  the  largest  size  known  to  have 
sun  ived  apart  from  the  one  still  in 
the  Rosebery  collection. 


20.  One  of  a  pair  of  late  seventeenth-century  carved  giltwood  side  tables. 
Roman  and  Genoese: 
c.  1700: 
Width:  1  75  cm. 

£9.000. 


23.  Sevres  ecuelle.  cover  and  stand, 
decorated  with  panels  including  a 
hive  of  bees,  a  bird  snare,  stone 
cutting  and  a  travelling  peep-show, 
on  a  pale  rose  pompadour  ground: 
interlaced  l's.  incised  marks. 
c.  1760. 
W  idth:  1 2.7  cm. 
£1 7,000. 


24.  Sevres  oyster  stand, 
decorated  with  trophies  and  garlands 
of  flowers  within  gilt  and  blue/<?u///e 
de  choux  panels,  the  shells  with  blue 
feathered'  borders: 

interlaced  l's.  date  letter 'm', 
painter's  mark  of  Ca trice,  incised  "m", 
'4'  in  red.  1 765. 

Only  four  other  stands  of  this  type 
are  known  to  have  survived,  in  the 
Palazzo  Pitti  in  Florence. 
£6.500  to  Hazlitt.  Goodden  and  Fox. 
London  dealer. 

25.  One  of  a  pair  of  Louis  xv  carved 
giltwood  console  tables  probably 
designed  by  Contant  d'lvry  and 
possibly  made  by  N.  Q.  Foliot: 

c.  1755, 

91  x  152  cm. 

£28.000  to  an  American  private 
collector. 
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British  Works  of  Art 


I.  George  n  silver  salver 
by  Paul  de  Lamerie.  London.  I  739, 
the  centre  engraved  with  the  Arms  of 
Pemberton  quartering  Moore. 
Diameter:  53.5  cm. 

Christie's.  New  York,  May  1977.  jgr^j^r— 
Si  7.050  (£10,029). 


2.  Ebony  veneered 
rack-striking 
bracket  clock 
signed  Tho.  Tompion, 
Londini  fecit'. 
number  260. 
Height:  40  cm. 
Christie's, 
March  1977. 
£12.000. 


4.  Ben  Marshall.  'Muly  Moloch',  signed  and  dated  1803. 101.6  x  126.9  cm.  Christie's.  March  1 


*•  - .  ^ 
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r  * , 
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5.  Anglo-Saxon  pale-green  glass  bucket. 
C.  tilth  century  ad.  found  in  an  Anglo-Saxon 
cemetery  on  the  Longmeadow  Estate. 
Bury  St.  Edmunds.  Suffolk. 
Height:  1  3.7  cm. 
Sotheby's.  April  1977. 
£  1 6,000. 


7.  John  Evelyn's  table. 

Charles  11  walnut  and  limewood 

side-table  by  Grinling  Gibbons. 

Width:  1 16  cm. 

Christie's.  March  1977. 

£25.000. 


3.  John  Frederick  Lewis. 

Lilium  Auratum. 

signed  and  dated  1871, 

watercolour  heightened  with  white. 

2i|  x  1  34  inches. 

Christie's.  March  1977. 

£25.000. 


6.  George  III  oval  wine  cistern 
by  Daniel  Smith  and  Robert  Sharp. 
London  1773.  Width:  34  inches. 
Formerly  in  the  collection  of  the 
Earls  of  Roseberv;  the  Arms  are  those 
of  Primrose  quartering  Cressy  for  Neil, 
third  Earl  of  Roseberv  ( I  729-18 14 1. 
Sotheby's.  March  1977. 
£27.000. 


8.  Sir  Winston  Chi  rchili  . 
Mimizan. 

Christie's.  March  1977. 
£48.000. 
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/orks  of  Art  in  Paris  Auctions 


Pmi  [PPE  1)1  t  HAMPAIGNE. 

m-Francois  de  Breda,  dressed  as  a 
\0  x  97.5  cm. 

mdmer  -  Poulain,  Palais  Galliera, 
iris.  March  1977. 
.  78.000. 


l.  Louis  xiv  marquetry  cabinet, 
fter  J.  Berain. 
[eight:  168  cm. 

oudmer  -  Poulain,  Palais  Galliera. 
'aris.  March  1977. 
'r.  205,000. 


5.  Marquetry  table. 
Width:  101  cm. 

Loudmer  -  Poulain.  Palais  Galliera, 
Paris,  March  IM77. 
Fr.  170.000. 


5.  Louis  xiv  dressing-table  mirror, 
the  reverse  and  the  prop  in  elaborate 
boidle  marquetry. 
Height:  56  cm. 
From  the  collection  of 
Roger  Monmelien. 
Renaud.  Drouot.  May  1977. 
Fr.  4 1 ,000. 


ft  l 


7.  Safavid  cuirass  in 
damascened  steel. 
Boisgirard  -  de  Heeckeren.  Drouot 
Paris,  April  1977. 
Fr.  47.000. 


8.  Bronze  Safavid  candlestick, 
Iran,  late  sixteenth  century. 
Height:  28.5  cm. 

Boisgirard  -  de  Heeckeren.  Drouot. 
Paris.  April  1977. 
Fr.  5,300. 


6.  Filigree  leather 
cover  of  a 
Safavid  book, 
sixteenth  century. 
Boisgirard  - 
de  Heeckeren, 
Drouot.  Paris. 
April  1977. 
Fr.  2  3,000. 
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IN  BRUTON  STREET 

Algernon 
Asprey 


A  fine  late  17th  century  walnut  chest  of 
drawers,  the  top  with  geometric  stringing 
lines  and  oyster  veneers,  the  drawers  with 
oyster  veneered  fronts  within  holly  band- 
ings ;  supported  on  bun  feet. 
English,  circa  1690 
Width:  38" 
Depth:  32" 
Height:  35" 

Members  of  the  British  Antique  Dealers'  Association 


ALGERNON  ASPREY,  27  BRUTON  STREET,  LONDON  W1X  8HA.TELEPHONE:  01-629  2608.  CABLES:  ALGYASPREY  LDN.  TELEX:  21142 


NOW  AVAILABLE 

GUIDE  EMER  1977-1978 

Europe's  Leading  Directory 
Including  24  European  Countries 

Over  70,000  names  and  addresses  listed  by  countries, 
towns,  streets  and  classifications. 
Also  new  map  sections. 

For 

Antique  Dealers 

Amateur  Collectors 

Picture  Galleries 

Antiquarian  Booksellers 

Restorers,  Trade  Suppliers 

Packers,  Transporters,  etc. 

Available  from  Leading  Booksellers  or 

G.  GILLINGHAM  4  Crediton  Hill,  London  NW6  1HP 

Telephone:  01-435  5644 

Price:  £12.50  post  paid  U.K.  and  Eire.  Please  send  payment  with  order 
Everybody's  key  to  The  Treasure  Houses  of  Europe 


SHOWCASE 


£13 

ECONNOISSEUR  COMPLETE 
CYCLOPEDIA  OF  ANTIQUES 

\  atl  good  hook  tellers  or  from 
Connoisseur  Books  Division 
tergale  House.  I  auxhatl  Bruise  Komi 
hn  SH  I  i  IHF 


A  I  IK TIONAItYOI' 

MARKS 


A  DICTIONARY  OF  MARKS 

Price  £3.95 


From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION. 

CHESTERGATE  HOUSE. 

VAUXHALL  BRIDGE  ROAD.SWIV  IHF 


$amteb€namri£ 

English  Painted  Enamel  Boxes  have  been 
famous  for  more  than  200  years.  Today, 
Crummies  &  Co.  are  making  Enamel  Boxes  with 
the  same  traditional  qualities  as  their 
predecessors. 


IFTTIHSCOSyrVHI  tint 

TO  YOU 
These  words  are  set  with  a  delight, 
/at  spray  0/  Powers,   wtlh  lea/ 

green  base. 
Re/.  So.  i  ll   Sue  ii  rns  wide  oval 


CRUMMLES&  CO. 

Cromer  Rd.  Poole  Dorset 


ART  HISTORIAN 

German,  versed  in  English, 
aged  28,  in  the  final  stage  of 
Ph.D-graduation,  strongly 
motivated,  with  wide 
interests  and  some  experience 
in  Europe  and  overseas,  is 
looking  for  a  confidential 
position  as  assistant  of 
management  or  principal 
within  the  field  of  art-dealing 
business. 
Please  send  offers  to 
Advertising  Agency  Miiller 
&  Co.,  Adenauerallee  52, 
D-2000  Hamburg  1, 
Western-Germany. 


The  Connoisseur 


Register  Advertisements 


FOR  SALE 


Signed  Artiste  proof  of  Lions  Majesty'  by  David  Shepherd.  Limited 
edition  850.  Also  Elephant  Haven'  limited  edition  850.  No.  654.  Ring  Exeter 
51 31 3  evenings  or  write  J.  Price,  85  Cowick  Hill,  Exeter,  Devon. 

Bartlett  -  1834,  coloured  engravings;  England,  Ireland,  Scotland  and 
America,  sets  5  £60,  £15  each.  Also  Paul  Sandby  1779  original  prints, 
Ireland,  Scotland  and  England,  sets  5  £75,  £18  each  VAT  included.  Offer 
very  limited.  Box  No.  8764. 


MISCELLANEOUS 


Private  American  Collectors  want  to  assemble  and  purchase  Russian, 
Animalier,  Art  Nouveau  &  Deco  Bronzes.  Advanced  Galle,  French,  English  & 
American  Art  Glass.  Antique  Porcelain  Placques.  Oriental  Objects  d'Art. 
Important  Old  Master  Prints,  Symbolist  Art  and  Modern  Drawings  and 
Graphics.  Excellent  References  Discretion  and  Strictest  Confidence.  K  &  A 
Ltd,  P.O  Box  330459,  Coconut  Grove,  Florida,  31333,  Tel  (305) 
373-5021 .  We  purchase  individual  pieces  or  entire  collections  worldwide. 

MASTER  CLASSES,  the  leading  Art  and  Antique  appreciation  organi- 
sation, is  pleased  to  announce  the  formation  of  an  international  division 
especially  designed  to  cater  for  visitors  to  Great  Britain  Courses/trips 
include  English  and  German  porcelain  October  29th-November  12th, 
visiting  London,  Derby,  Worcester,  Munich,  Dresden/Meissen;  November 
1 3th  27th,  The  Impressionist  and  Post- Impressionist  Collections  of 
London,  Leningrad  and  Moscow.  Other  art  courses/lectures/trips  include 
Rubens  in  London  and  Antwerp,  July-September,  Versailles,  Malmaison, 
Fontainebleau,  in  October;  Soviet  Central  Asia,  Bokhara,  Samarkand  etc., 
October.  For  details  apply  Master  Classes,  10  Shepherd's  Market,  London 
W.1.  Tel:  01  -492  1705 

van  Cline  &  Davenport  Ltd. ,  since  1 875,  1018  Madison  Avenue,  New 
York  City.  Painting  restoration  and  antiques  appraisal  Appointments  only. 
N.J.  201-891-4588  N  Y  C.  212-628-5402. 


BOOKS:  Colour  Plate  books  before  1865  Natural  History:  Manuscripts, 
Atlases,  Costumes,  etc.  Fine  Bindings:  Sets  and  Singles  books,  exhibition 
bindings  and  books  with  miniatures.  Collections  purchased  world-wide.  J. 
N.  Bartfield  Books,  Inc.  45  West  57th  Street,  2nd  Floor,  New  York,  N  Y. 
10019  U.S.A.  Phone:  Plaza  3-1830  Area  Code  (212).  Est  1  937 

Brighton  Antiques  Fair,  Corn  Exchange,  Brighton.  July  25th  to  30th 
1977.  1 1  a.m.  to  8  p.m.  daily.  Datelines:  Furniture  1851.  Other  goods  1  860, 
except  pictures  and  jewellery  1 880. 

Wax  Carvings,  statues,  reliefs,  moulds,  models  any  period.  Also 
Lithophanes  (porcelain  transparencies)  in  any  usage  Also  Bourdalous. 
Blair,  2243  Ashland,  Toledo,  Ohio  43620  U  S  A. 

The  Connoisseur  is  available  on  microfilm  from  1  901  -1  975  on  a  total  of 
86  reels  at  a  price  of  £12.00  per  reel.  Write  to:  E  P.  Microform  Ltd.,  East 
Ardsley,  Wakefield,  West  Yorkshire,  WF3  2JM. 

Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £4.50  each  (plus  9p  postage).  From  The  Circulation  Dept 
The  National  Magazine  Co.  Ltd..  22  Armoury  Way,  London  S.W.I  8. 

Renaissance  Polish'  Versatile  translucent  wax  that  gently  lifts  the  grime 
of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and  touch.  Made 
with  the  consent  of  the  British  Museum  and  supplied  to  professional 
restorers  everywhere.  Renaissance  is  now  available  privately  by  mail  order 
readers  of  The  Connoisseur,  at  Chestergate  House,  Vauxhall  Bridge  Road, 
London,  SW1 V  1  HF.  Price  per  can,  including  postage  and  packing,  and  (in 
UK  only)  VAT;  US  $7.50  (air)  $6.00  surface  mail,  Canada  $8.40  (air),  $6  00 
surface  mail  Price  per  can  UK  £1.95,  Europe  £2  50,  Australia  (£4.60  air), 
£2  50  surface  mail.  1 0%  discount  overall  discount  of  six  or  more  cans 
"('Exceptional  . .  .  unique  wax  polish'  -  The  Connoisseur.  Oct  1  974). 

Register  advertisements  are  25p  per  word  minimum  £3.50  for  75  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE 
CONNOISSEUR,  CHESTERGATE  HOUSE.  VAUXHALL  BRIDGE  ROAD, 
LONDON,  SW1V  1HF  (01-834  2331)  Addresses  or  Box  Numbers  must  be 
inserted  and  replies  to  the  latter  should  be  clearly  marked  with  the  Box 
Number  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any 
sales  affected 


MAIL  ORDER  PROTECTION  SCHEME  Publishers  in  membership  of  the  Periodical  Publishers  Association  have  given  an  undertaking  to  the  Director  General  of  Fair  Trading  that  if  you  order 
goods  from  mail  order  advertisers  in  The  Connoisseur  and  pay  by  post  in  advance  of  delivery,  consideration  will  be  given  to  compensate  you  if  the  advertiser  should  go  into  liquidation  or  become 
bankrupt,  provided 

1     You  have  not  received  the  goods  or  had  your  money  returned .  and 

2.    You  write  to  the  publisher  of  The  Connoisseur  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  your  order  and  not  later  than  2  months  from  that  day 
When  you  have  written,  you  will  be  told  how  to  make  your  claim  and  what  evidence  of  payment  is  required. 

We  guarantee  to  meet  claims  from  readers  made  in  accordance  with  the  above  procedure  as  soon  as  possible  after  the  advertiser  has  been  declared  bankrupt  or  gone  into  liquidation  up  to  a  limit  of 
E7.080  per  annum  in  respect  of  all  affected  advertisers  Payment  of  any  claims  for  higher  amounts,  or  when  the  above  procedure  has  not  been  complied  with,  will  be  at  the  discretion  of  The 
Connoisseur,  but  we  do  not  guarantee  to  do  so  in  view  of  the  need  to  set  some  limit  to  this  commitment  and  to  learn  quickly  of  readers'  difficulties. 

This  guarantee  covers  only  advance  payments  sent  in  direct  response  to  an  advertisement  in  this  magazine  (not,  for  example,  payments  made  in  response  to  catalogues  etc.  received  as  a  result  of 
answering  such  advertisements)  Classified  advertisements  are  excluded 
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The  Circulation  Dept.,  The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London,  SW18  iHA 


If  you  don't  wear  it  -  spend  it 

We  pay  good  prices  for  unwanted  jewellery,  gold  and  silver. 

CARRINGTON 

130  Regent  Street,  London,  W1R  6HU.  Tel:  01-734  3727 


STANHOPE 
SHELTON 
PICTURES 


OLD  MASTER 
DRA  WINGS  {and 
English  watercolours) 

Write  for  current  lists  to 
Stanhope  Shelton,  Cobbolds 
Mill,  Monks  Eleigh,  Suffolk 
1P7  7JB,  England 


MALCOLM  FRANKLI 


I  INCORPORATED 


126  EAST  DELAWARE  PLACE,  CHICAGO,  ILL.  60611 
(312)  337-0202 

Member  of  the  National  Antique  and  Art  Dealers  Association  of  America. 


An  important,  Antique  English,  Chippendale  Mahog- 
any slant  front  Secretary  with  graceful  swan  neck 
pediment,  pierced  Gothic  arches  and  dentilled  mold- 
ing, candle  slides.  Desk  interior  with  blind  Gothic 
fret.  And  retaining  its  original  handles.  Dating  circa 
1765. 

42"  x  24"  x  7'10"  High  Maximum 

This  is  an  extremely  important  piece 
of  English  Chippendale  furniture 


lite 


A  rare  and  early,  Antique  English,  a 
striking,  Walnut  Longcase  Clock  11 
size.  With  Marquetry  inlays  of  lrl 
flowers,  having  an  ll"  dial  with  sa 
ter  ring  enclosing  second  hand  ancM 
aperture.  By  Luke  Wise  of  Reading^ 
Height:  6'8" 
Luke  Wise  was  active  as  a  membi 
Clockmakers  Company  from  1686 
and  was  known  for  Watches  and 
Clocks. 


An  important,  Antique  English,  Seascape  Oil  On  Canvas 
"SHIPPING  AT  THE  MOUTH  OF  THE  THAMES," 
signed  by  William  Callow 

Dating  circa  1850 
Frame  Size:  56"  x  36"  High 


ine  Tz'u  Chou  Porcellanous  Jar, 
Yuan  dynasty.  A.D.  1260-1368 
Height:  4  inches. 
Ex  collection:  Fogg  Art  Museum 


RALPH  M.  CHAIT  GALLERIES 

INC. 


ESTABLISHED  1910 


WORKS  OF  ART-CHINESE  ART 

12  EAi     56th  STREET.  NEW  YORK,  N.Y.  10022,  U.S.A. 

Tele,       3212758-0937  Cables  "Ralima"  New  York 

MEMBER  OF  1        IATI0NAL  ANTIQUE  AND  ART  DEALERS'  ASSOCIATION  OF  AMERICA,  INC. 


Roger  Cooke,  born  and  bred  in  the  west,  revels  in  the 
rugged  beauty  of  his  native  state  of  Oregon.  His  strong 
empathy  for  the  Indian  people  is  reflected  in  his  sensitive 
renditions  of  the  peaceful  side  of  Indian  life.  His  endeavor 
is  to  make  positive  statements  of  the  Indian  culture, 
depicting  with  rare  understanding  their  harmonious  relationships 
with  the  environment  and  with  each  other. 


FINE  ARTS  I  GALLERY 


C8  /  Sedona,  Alzona  •  86336 
telephone:  (602)  282-7#9 


Tilly  Kettle  1735-1 786    (Ref  30V  ) 

An  Officer,  { length  in  blue  jacket  with 
red  facings,  gold  shoulder  knots  and 
grey  undercoat.  Resting  his  right  hand 
on  his  sword  hilt. 

Canvas  30  x  25  ins.  Antique  frame. 
Signed.  Very  fine  condition. 


Sample  Catalogue  G.B.  50p 

Overseas  airmail  $2  bill  or 
$2.50  cheque 

35  mm  colour  slides  available 

PRIVATE  AND  TRADE 

View,  phone  first, 
STD  079-78  304 


OLD  HALL  GALLERY  LTD., 


Iden,  Rye,  Sussex 


A  DICTIONARY  OF 

MARKS 

The  Identification  Handbook 
for  Antique  Collectors 


DICTIONARY  OF 

MARKS 

A  fully  up-dated  and  expanded  edition  of  a 
standard  work. 

For  the  collector  this  Dictionary  is  a  delight  to  own 
and  consult.  For  the  dealer  it  is  that  as  well- 
but  since  its  first  publication  has  also  become  an 
indispensable  reference  book. 

Up-to-date  and  comprehensive  coverage  of  British 
and  American  metalwork,  British  and  European 
ceramics,  furniture  and  tapestry. 

The  Connoisseur  £3.95 

From  good  bookshops  or  in  case  of  difficulty  direct  from  the 
publishers:  The  Connoisseur  Books  Division,  Chestergate 
House,  Vauxhall  Bridge  Road,  London  SW1V 1HF. 


CKItAMK  S 
METALWOHK 
IT  KM  IT  UK 
TAPKSTKY 

Edited  bv 
Miirj>nivt 
MiU'iloiuiM-TiiYlor 


August  1977  Vol.  195  No.  786 

The  Connoisseur  is  published  monthly  by  The  Xational  Magazine  Company  Limited,  Chestergate  House,  Vauxhall  Bridge  Road.  London  swiv  ihf,  England. 
Second-class  postage  paid  at  New  York,  N.Y.  Subscription  price:  u.s.a.  and  possessions  $48.00  for  one  year.  Canada  $55.00  for  one  year. 


ESTABLISHED  1865  TELEPHONE:  493  1141/2/3         14  GRAFTON  STREET,  LONDON  Wi 


FABERGE 

1846-1920 


An  international  Loan  Exhibition  assembled  on 
the  occasion  of  the  Queen's  Silver  Jubilee  at  the 
Victoria  and  Albert  Museum  from  23rd  June 
to  25th  September  1977. 


A  parasol  handle  designed  as  a  nephrite 
carving  of  a  frog  with  rose  diamond  eyes,  set 
in  gold,  climbing  a  tubular  column  enamelled 
translucent  emerald  green  over  moire 
engraving,  mounted  at  its  base  with  a  chased 
red  and  green  foliate  border,  within  bands  of 
opaque  white  enamel.  Signed  with  the 
initials  of  the  Chief  Workmaster  Henrik 
Wigstrbm.  P.13  in  the  exhibition. 
Height  4h  inches. 


By  appointment  to 
H.  M.  The  Queen 
suppliers  of  fancy  goods 


By  appointment  to 
H.  R.  H.  The  Duke  of  Edinburgh 
suppliers  of  fancy  goods 


By  appointment  to 
H.  M.  Queen  Elizabeth 

The  Queen  Mother 
suppliers  of  fancy  goods 


The  General  Trading  Company  (Mayfair)  Ltd 
London 


Send  for  our 
illustrated  booklet 
eGTC  pocket  companion' 


DV© 


Presents  have  always 
been  our  great  strength. 
Glass  we  stock  in  a 
dazzling  variety  from 
complete  suites  to 

single  handmade  pieces. 
China  is  outstanding 
here  and  we  can  order 

for  you  almost  any  piece 
by  leading  makers. 
Antiques  have  their 

own  upstairs  department 

specializing  in  furniture 
and  accessories  of  the 
eighteenth  and  early 
nineteenth  centuries. 

Decorating  also  has  its 
own  section  with  three 
designers  and  a  sumptions 

room  of  soft  furnishings. 

Kitchen  pots,  utensils, 
and  cutlery  are  chosen 
for  looks  and  performance 

as  is  everything  for  our 

garden  which  flourishes 

at  the  back  of  the  shop. 


The  General  Trading-  Compan 


144  Sloane  Street,  Sloane  Square.  London  swix  obl  telephone  01-730  041 1 
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Y  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MA»Y 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  I  1  )..  40  NEW  BOND  STREET,  LONDON  WiY  ODS.  TELEPHONE:  01-499  74"  (5  lines) 
TELEX  25692  CABLES:  MALLETSON    ONDON  WiY  OBS  and  U  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iLJ 
Also  in  NEW  YORK:  MALI    IT  of  LONDON,  P.O.  Box  396  N  Y.  10028.  Telephone:  (212)  876  9033-  Telex:  62580 


A  very  important  chest  decorated  in  black  and  gold  japan  lacquer 
with  chinoiserie  landscapes,  supported  on  a  very  fine  carved  and  gilded  stand 
with  magnificent  wyverns  at  the  corners.  English   irca  1720.  Ex  Kimbohon  Castle.  Illustrated  in  "English  Homes",  page  294  figure  370. 

Similas  o  another  in  the  Victoria  and  Albert  Museum 
Wid   1:4'  11"       Depth:  2' 2"       Height:  3' 5" 
On  the  chest  are  shown  a  very  rare  early  18th  Century  large  brass  salver  bearing  the  Arms  of  the  Earl  of  Dartmouth.  Circa  1725. 

Diameter:  1 '  8" 

and  a  fine  p:\  ■  of  late  1 8th  Century  brass  wine  coolers.  Circa  1795. 


W  YOR 


4 vt ?  in  iu  nil 

From  September  1st  at  86 7  Madison  Avenue,  New  York  10021  I 
" " "  nil 


Since  1796 
specialising  and  expanding 
in  the  personal  tradition 
of  Harry  Phillips. 


Personal  se 

PKili 

The  Auction  Pi 


Phillips  the  Auction  People  since  1796. 7  Blenheim  Street,  New  Bond  Street,  London, W1Y  OAS. Telephone:  01-629  6602 


West2,IO  Salemkd  Marylebone,  Hayes  PI  JollysJ  Old  KingSt  Midlands  The  Old  House  NotkHepper  House.  Scotland  6,5  George  St.  alsoat  Dublin 
London  \V2-4rH        London  NWI 61 A         Bath.Avon  Knowle.W'est  Midlands      17  £ast  Parade  Leeds     Edinburgh EH22JL  Genevaand 

lei  012215,303        Iel  01  72,5  IIIH  lei  022,5  .310609      Tel  0-36  4,3  61,51  Tei  0,5,5240029         TeJ 031 225 2266  Montreal 


JEREMY  LTD. 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 


Telephone:  01-352  0(i44 
01-352  3127 


Cables:  jeremique,  London,  s.w.3 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd 
FINEST  ENGLISH  WO  FRENCH  FURNITURE 

ENGLISH 

Last  Quarter  of  the  18th 
century  :  A  very  fine  quality 
carved  mahogany  Adam  period 
writing  chair. 
Height  (of  back):  3' 2  V' 
Height  (of seat):  1'  5" 
Width:  2'  o" 
Depth:  1 '  8" 


ENGLISH 
Third  Quarter  of  the 
18th  century:  A  small 
Chippendale  period  two- 
tiered  dumb  waiter  of 
unusual  design  executed  in 
selected  cuban  mahogany: 
Height:  2'  5!"    Width:  1 '  1 1 


ENGLISH 
First  Quarter  of  the  19th  century: 
A  superb  quality  eai  ly  Regency  period  sofa  table  of  elegant 
proportions  being  executed  in  figured  and  faded  mahogany  with 

ebonised  inlay. 
Height:  2' 5"    Length:  5' 3J"    Depth:  2' 1 -J" 


Bonhams  forthcoming  Sales! 


Scotland 

Carbeth  House,  Killearn, 
near  Glasgow 

Bv  order  of  the  executors  of  the  late  Sir  John  Wilson,  Bt., 
and  other  private  owners. 

On  Tuesday  1 3  th&  Wednesday  14th  September  at  1 1  am. 
Viewing:  Saturday  10th  and  Sunday  nth  9.30-5.00 
Monday  12th  September  9.30-4.00 
Catalogues  £2.50,  by  post  £3.00 


Silver  mounted  trophy  horn,  the  cover  mounted  with  a  figure  of 
St.  George  and  the  Dragon,  probably  Scottish,  c  1825,  31". 


Small  finely  knotted  kashan  silk  carpet  of 
garden  design,  9'  6"x  7'  5". 


Study  of  butterflies  and  moths.  Sarah  Stone, 
watercolour,  23i"x  18J". 


London 


FINE  ART  AUCTIONEERS  -f/JA-/  AND  VALUERS 

Montpelier  Galleries,  Montpelier  Street,  Knightsbridge,  London  SW7  iHH. 
Telephone  01-584  9161.  Telex  916477  Bonham  G. 


Franz  Xaver  Wolf,  The  Concert,  oil  on  panel,  signed,  20"  x  21  \", 
to  be  sold  at  the  Montpelier  Galleries  on  Thursday,  4th  August. 


August  Sales 

4th.  English  and  Continental 
Furniture. 

4th.  Selected  European 
Oil  Paintings, 
-th.  Porcelain  and  Works 
of  Art. 

9th.  Silver  and  Plate. 

nth.  English  and  Continental 

Furniture. 


nth.  17th,  18th  &  19th 
Century  European  Paintings. 
12th.  Porcelain  and  Works 
of  Art. 

18th.  English  and  Continental 
Furniture. 

18th.  17th,  i8th&  19th 
Century  European  Paintings. 
19th.  Porcelain  and  Works 
of  Art. 


23rd.  Silver  and  Plate. 
24th.  \\  itercolours  and 
Drawings. 

25th.  English  and  Continental 
Furnitire. 

25th.  1  th,  i8th&  19th 
Centurv  European  Paintings. 
26th.  Pi  celain  and  Works 
of  Art. 

All  sale i  tart  at  1 1  am. 


Scotland: 
8  Atholl  Crescent,  Pertl 
Telephone  (0738)  3230 

Switzerland: 
Rue  Pedro-Meylan  1 
Geneva 

Telephone  36  60  92 


PRIDES  of  LONDON 


A  very  fine  Chippendale  library  bookcase  with  a 
carved  dentil  cornice,  the  top  part  having  adjustable 
shelves  enclosed  by  four  geometric  glazed  doors,  above 
a  carved  moulding  the  lower  parts  with  four  graduated 
drawers  on  either  side  of  a  central  compartment  having 
four  trays  enclosed  by  a  pair  of  panelled  doors  v.  ith 
carved  spandrels,  the  whole  being  supported  or,  a  plinth. 

340  cms  ( 1 34")  high    249  cms  (98±")  wide    56  t  ns  (22")  deep 


UDES  OF  LONDON  LTD.      179-iso  sloane  street,  s.w.i.    TEL:  01-235  3080 


WILLIAM  WALTER 


LIMITED 


Fine  5  piece  Antique  Silver 

Tea  and  Coffee  Set 
Date  1799    Weight  60  ozs 
Made  by  Robert  and  David  Hennell 
of  Foster  Lane  in  the  City  of  Londor 


-*  — 


LONDON  SILVER  VAULTS        C  HANCERY  L  VNE 

Telephone  01  -242  3248/9   Telegrams  WALTER  STRONG  R 


DON  WC2A1QS 

ndon  WC2A  1QS 


IMPORTANT  ESTATE  AUCTION 


FRIDAY  AND  SATURDAY,  SEPTEMBER  9  &  10, 1977 
at  10:30  a.m.  EACH  DAY 

Featuring  items  from  a  G  lencoe,  I  llinois ,  Estate  sold  by  order  of  the  legatee 
The  Estate  of  Countess  von  Palmenberg  and  a  Florida  Estate. 

SILVER       FURNITURE       ICONS  JEWELRY 
PAINTINGS       FINE  ART       ORIENTAL  RUGS 


FURNITURE 

ish  and  French  furniture  of  the 
II  and  early  XIX  Century  including 
vboys — French  Provincial — 2  Pew- 
Jressers.  Court  cupboard  dated 
—  Mirrors — Pedestal  dining  tables 
iniatures — Clocks — Secretaries. 


SILVER 

Georgian  silver  including  a  discrete  collection  of 
Hester  Bateman  pieces — Russian  silver — 
Tiffany  and  other  later  silver  in  great  quan- 
tity— Antique  Sheffield,  etc. 


JEWELRY 

al  fine  pieces  including  a  matching  set  of  fei 
ide  mounted  with  platinum  and  diamonds. 


AS  WELL  AS 

Tiffany  Studios  bronze — Ivory — Sculpture — 
Fireplace  Furniture  —  Udaipur  Sword  — 
Important  Georgian  crystal  candelabra — 
Chestnut  Urns — Tapestries — Swiss  Music 
Box — Collection  of  Battersea  Boxes — 18th 
Century  Scenic  Painted  Paneling.  English  & 
Continental  pottery  &  porcelain — T8le  — 
Pewter — Art  Nouveau — Complete  Interior  of  a 
X I X  Century  English  Drug  Store. 


ICONS 

A  Collection  of  Russian  icons  including  exam- 
ples by  such  masters  as  Andreov.  Klebnikov. 
Ovchinnikov,  and  Kuzmichev. 


ORIENTAL  RUGS 

Approximately  50  superb  Orien- 
tals including:  Tabriz.  Kilim, 
Royal  Sarouk.  Fereghan,  Keshan. 
Aubusson  and  other  fine  carpets  in 
both  room  and  scatter  sizes.  (The 
rugs  will  be  sold  on  the  afternoon 
of  September  10th.) 


EXHIBITION:  Wednesday  &  Thursday,  September  7  &  8  from  10  til  5  each  day 

Extensively  illustrated  catalog  $10 .00  ( by  first  class  mail  $12 .00) 


ON  THE  PREMISES  OF 


ROBERT  C.  ELDREI)  CO.,  INC. 


ESTATE  AUCTIONEERS 


Box  796c,  Hast  Dennis,  Massachusetts  02641 


Telephone  (617)  385-3116 


THE  BRITISH  ANTIQUE  DI     ERS' ASSOCIATION 


LTD.  , 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


Membership  of  the  Association  involves 
a  complete  assessment  of  probity, 
knowledge  and  stock. 


Sell  to  a  member  and  avoid  the  increased  charges  imposed  by  some  Auctioneers. 
A  list  of  members  will  be  sent  free  on  receipt  ot  a  stamped  and  addressed  envelope. 
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BY  APPOINTMENT  TO 
H.M    QUEEN  ELIZABETH  THE  QUEEN  MOTHER 
JEWELLERS 
ASPREY  A  COMPANY  LTD  LONDON 


re 


BY  APPOINTMENT 
TO  MM    THE  QUEEN 
GOLDSMITHS  SILVERSMITHS  ft  JEWELLERS 
ASPREY  &  COMPANY  LTD.  LONDON 


A  pair  of  George  IV  silver  candelabra, 
finely  cast  and  chased  with  scroll  and 
flower  decoration,  the  shaped  square 
bases  with  masks  portraying  the  four 
seasons. 

Makers,  Craddock  and  Reid,  1822. 
Height  182  inches. 
Weight  230  ounces  8  dwts. 


ASPREY  &  COMPANY  LIMITED.  165-169  NEW  BOND  STREET.  LONDON  W1Y0AR  TEL  01  -493  6767 
alternative  entrance  at  22  Albemarle  Street.  London  W1 
legrams  Culleus  London  Asprey  S  A  Geneva.  40  rue  du  Rhone.  Geneva  Telex  25110 

Telephone  28-72-77 


IN  GERMANY 


More  Art  and 
Antique  Dealers  and 
Collectors  read  F.A.Z. 
than  any  other 
national  quality 
newspaper 


K  unsthtuidel  —  Antlcrvutaten 


-AUKTlBl 


0* 


EXPO 
HENRY 
MOORE 

ZURICH 


KUNSTAUKTION 


CALERlE  SCHOWNGIR 


Over  330,000  copies  of  our  Saturday 
Edition  incorporating  The  Fine  Arts  and 
Antiques  Section  are  sold  weekly. 
They  are  read  by  over  1  million  people. 
If  you  wish  to  buy  from  or  sell  to 
Germany,  let  us  tell  you  how  we  can  help. 
Without  obligation  write  or  phone: 


John  Daniels  or  Vera  Uhlmann  at 
Frankfurter  Allgemeine  Zeitung, 
37  Brompton  Road,  London  SW3  DE, 
Tel.  01-235  7982  or  01-581  2326  ext.  7. 
Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung, 
P.  O.  Box  2901 , 6000  Frankfurt/M.  1 , 
West  Germany,  Phone  7  59 1 1 . 


franffurterjllljjcmeine 

ZEITUNG  FOR  DEUTSCHLAND 


16    The  Connoisseur.  August.  1977 


A  silver  tea  urn,  overall  height  \2Vz  inches. 
Maker  Benjamin  Smith,  London. 
Date  George  III,  1814. 


GARRARD 

The  Crown  Jewellers 

li:  REGENT  STREET     LONDON  WIAUJ    TELEPHONE:  01-7.14  7020 


.9' 


THE  HARPERS  &  QUEEN 
HOSTESS  BOOK 


...AND  THE  HARPERS  & 
QUEEN  ADDRESS  BOOK 


m 


DRAWINGS:  PETER  KNOCK 


Two  firmly  established  best 
sellers  that  make  wonderful 
wedding,  birthday  and  any 
special  day  presents. 
And  once  you  see  them  you  will 
want  them  for  yourself. 

First.  The  Hostess  Book 

In  black  pigskin  leather,  5|"  x 
8j".  Elegant  and  handy.  In 
seven  pages  crammed  with 
up-to-the-minute  information 
you  will  discover  where  to  look 
for  the  most  delicious  foods  and 
drinks  -  and  a  really  useful 
diagrammatic  guide  to  food  in 
season. 

We  also  list  caterers,  florists 
and  flower  arrangers,  kitchen 
utensil  shops,  where  to  get 
special  lighting, .  where  to  hire 
staff  or  tape  recorders  or 
roulette  wheels  or  cars.  And  we1 
suggest  some  cookery  books. 
Not  only  can  you  plan  your 
meals  from  all  this,  you  can 
plan  your  shopping  route  (or 
you  can  do  it  all  from  home  on 
the  telephone).  This  section  is 
followed  by  64  pages  for  your 
own  records  of  your  dinner 
parties  -  your  menus,  the  wines 
you  served  and  your  guest  lists. 
The  Hostess  Book,  comes  to 
you  post  free  for  only  £4.50. 


Second,  The  Address  Book 

It  measures  6j"  x  6|"  and  is 
bound  in  midnight  blue 
Morocco  grain  Lettside,  with 
gilt  foil  edges  and  a  stepped 
alphabetical  index  for  easy 
reference.  As  well  as  126  pages 
for  names,  addresses  and  tele- 
phone numbers,  it  also  contains 
sections  for  noting  birthdays 
and  other  anniversaries,  Christ- 
mas cards  sent  and  received, 
emergency  addresses  and  a 
telephone  quick  reference  list. 
The  Address  Book,  comes  to 
you  post  free  for  only  £2 .50. 
$4.50 

TO  MAKE  YOUR  ORDER 
PLEASE  FILL  IN  THE 
COUPON  BELOW. 


HARPERS  &  QUEEN  HOSTESS  BOOK/ADDRESS  BOOK  OFFER 

To  Harpers  &  Queen  Hostess  Book/Address  Book  Offer 
22  Armoury  Way.  London  SWTs  1  HA 


NAME 


ADDRESS 


Please  send  me  copies  of  The  Hostess  Book  (£4.50  each) 

Please  send  me  copies  of  The  Address  Book  (£2.50  each) 


I  enclose  a  cheque/Postal  Order  for  £  made  out  to 

Harpers  &  Queen  (overseas  orders  will  be  sent  seamail) 


Paul  de  lamerie 


A  fine  pair  of  George  II  Oil  and  Vinegar  Cruets. 
London  1  730-1  733  by  Paul  de  Lamerie. 
Height:  8".  Weight:  39  ozs.  excluding  bottles. 

See  Philip  A.  S.  Phillips'  "Paul  de  Lamerie,  His  Life  &  Work"  1  935,  Plate  L1 1  for  a  similar  cruet. 

Our  London  and  New  York  collections  feature  antique  silver  of  the  highest 
quality  and  always  include  exceptional  and  rare  pieces  of  interest  to  the 

serious  collector. 

Our  collection  of  Old  Sheffield  Plate  is  also  one  of  the  largest  in  the  country. 


S.).SHRUESOLE 

LONDON  43  MUSEUM  STREET  LONDO'- WC1 A 1LYTEL  01-4052712  NEW  YORK  104  EAST  57th  STREET MEW  YORK  10022  TEL  0101-212-75-38920 
Member  of  the  British  Antique  Dealers '  A  nsooation  and  the  National  Antique  and  An  Dealers '  Association  of  America 


»...thebest 

hfWegt Qetman jourhalism« 


The  Suddeutsche  Zeitung  is  a 
member  of  T  E  A  M  .  a  group  of 
1 4  top  newspapers  in  1  0 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members.  (F.A.Z. 
Welt  and  Suddeutsche)  - 
304.225  copies  average  Monday 
to  Saturday.  2nd  quarter  1  976. 

South  Germany,  Suddeutsche's 
home  ground,  is  the  fastest 
expanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


That's  what  "The  Times"  said  about  us 


needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SiiddeuTscMeZeiTiing 

The  world's  newspaper  from  Munich.  A  member  of  the  T.E.A.M.  group 
(Top  European  Advertising  Media). 


.-  Friihjahrsauktionen 
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Wilfred  Toudouze  and  Albert  Grossman, 
thout  whom  it  might  never  have  been  possible 


Bac  Street  Antiques  is  in  Los  Angeles.  At 
8428  Melrose  Place. 

The  shop  was  named  in  honour  of  Rue  de 
Bac  in  Paris,  which  for  the  unfamiliar  has  long  been  a 
centre  of  the  French  antique  business. 

It's  run  by  two  close  friends  -  Albert 
Grossman  and  Wilfred  Toudouze. 

Albert  was  originally  in  the  textile  business 
—  and  a  collector.  And  Wilfred  is  a  painter. 

They  had  in  common  a  love  of  the  sort  of 
craftsmanship  and  design  that  one  rarely  finds  today. 

So  twelve  years  ago  they  went  into  the 
antique  business. 

Today  Bac  Street  has  an  international 
reputation  as  stockists  of  fine  English  country  furniture 
and  perhaps  somewhat 
incongruously  the  best  Chinese 
and  Japanese  porcelain. 

The  two  friends 
have  come  a  long  way  since 
they  bought  that  very  first  oak 
dresser  at  an  English  country 
house  sale  back  in  1965. 
It  cost  just  £40. 

And  Albert  says 
"We  were  so  thrilled  to  buy  it, 


Dear  Michael  Davis,  tell  me  more  about  what  the 
Bac  Street  boys  see  in  you 

Name  

Position  

Company  

Address  


[J  Commercial  Dealer      □  Tourist 
□  Private  Collector         □  Household  Removal 
Please  tick  appropriate  box 


MICHAEL  DAVIS 


We  ship  antiques  safely. 


we  had  never  even  considered  how  we  were  going  to 
get  it  home  to  L.  A.". 

Today  they  make  four  or  five  buying  trips  a 
year  to  Britain.  And  fill  at  least  one  forty-foot  container 
every  time. 

Their  shippers  are  Michael  Davis. 
Which  brings  us  to  that  thank  you.  Because 
it  was  their  idea  that  Michael  Davis  start  his  shipping 
company  in  the  first  place.  Since  then  every  Bac  Street 
shipment  has  been  handled  by  Michael  Davis. 

What  do  the  friends  think  about  their  brain- 
child after  six  years? 

Wilfred  Toudouze  puts  it  quite  simply 
"I  really  don't  think  there's  too  much  room  for 
improvement.  We  buy  up  to  150  pieces  of  porcelain  a  trip 
and  we've  yet  to  have  a  breakage. 
They  treat  us  royally!" 

Today  Michael 
Davis  ship  for  many  of  the 
world's  leading  antique 
dealers.  They  have  offices  in 
London,  Melbourne  and  Los 
Angeles.  If  you've  got  an 
antique  shipping  problem  and 
you  think  Michael  Davis  could 
help  you  fill  in  the  coupon. 


C8  | 


Michael  Davis  (Shippiny )  Limited,  1 1 1  Mortlake  Road,  Kew,  Richmond  Surrey  TW9  4AU.  (U.K.) 
Telephone:London(01)  8760434  (day),  (01)  8783377  (night) 
or  4725  Alia  Road,  Marina  Del  Rey,  Los  Angeles,  California  90291.  (U.S.A.) 
Telephone  (213)8225046. 


(2/bi/tssotiatioiiy 

of  dealers  who  have  the  specialized 
knowledge  that  has  made  them 
recognized  authorities  in  their  various 
fields  of  art.  All  members  subscribe  to  a 
code  of  ethics  which  states  that  any 
antique  or  work  of  art  sold  by  them 
must  be  honestly  represented  as  to 
authenticity,  provenance  and  condition 


D  M.  b  F 
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MANHEIM 

Antiques  Corporation 


46  East  57th  Street 
New  York,  N.Y.  10022 
(212)  PL  8-2986 


Staffordshire  pottery  bust 
of  John  Wesley,  theologian 
Evangelist  and  founder 
of  Methodism. 
Rose  socle,  red  stole 
Circa  1790. 


FIRESTONE  and  PARSON 

tz  Carlton  Hotel  Boston,  Mass.  02117  (617)266-1858 


Early  American 
Silver  Cann 
Made  by 
Rufus  Greene 
Boston     C.  1755 
Height:  5  Inches 


15  East  57th  Street,  New  York,  N.Y.  10022    (212)  759-3715 


// 


Philip  Colleck 


ast  57th  Street 
York,  N  Y.  10022 
753-1544 
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lal  decoration. 
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S.  J.  S II  HI  IB  SOLE 

104  East  57th  Street,  New  York,  N  Y.  10022  (212)  753-8920 


An  Exceptionally  Rare  American  Silver  Salver  on  Foot 
Kingston,  Rhode  Island,  c.1770 
by  John  Waite 
Weight:  5  ozs.,  12  Dwts.    Diameter:  53/*" 


DILDARIAN,  Inc. 

595  Madison  Avenue,  New  York,  N  Y.  10022  (212)  288-4948 

A  mid-19th  Century 
BESSARABIAN  rug  of  fine  weave, 
size:  11.5  x  9.10 


ernay 
^Jusse 


124  East  55th  Street 
New  York,  N.Y.  10022 
(212)  753-8060 


Landrigan 
&  Stair 


17  East  71st  Street 
New  York,  N.Y.  10021 
(212)  794-0393 


Good  Pair  of 
George  III 
Library  Globes 
by  Carey,  London. 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


INC. 

12  East  57th  Street,  New  York,  N.Y.  10022    (212)  PL  2-6166 


Fine  pair  of  George  II 
silver  sauce  boats. 
London  1737  by 
Richard  Pargeter. 
Arms  of  Goodacre 
impaling  Copleston. 


2 


CKS 


Merchants  Square 
Duke  of  Gloucester  Street 


LSON 


P.O.  Box  504 
(804)  229-6860 


Willi 
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Sheraton  mahogany  sideboard  with  fine  inlay.  Three 
shallow  drawers,  two  deep  drawers,  one  for  wine. 
Cupboard  below  center  drawer.  English  circa  1780- 
90.  Height  36",  depth  17"  to  26"  in  center. 


MALCOLM  FRANKLIN  i nc 

126  East  Delaware  Place  Chicago,  III.  60611    (312)  337-< 


A  rare  antique  English, 
Queen  Anne  walnut 
commode  chair  retaining 
all  of  its  original 
fitments  and 
having  exceptional 
color  and 
figure  in 
the  walnut. 
Dating 
circa  1705. 


TILLOU 
QALLERY, 


Prospect  Street 
Litchfield 

Connecticut  06759 
(203)  567-5706 


7 


Still  life,  c.  1870,  New  York  State. 
Oil  on  canvas,  24  x  30  inches. 


ALAVIEILLE  RUSSIE 

781  Fifth  Avenue,  New  York,  N.Y.  10022  (212)  752-1727 


Silver  beaker 
repousse 
and  chased 
with  birds 
amid  foliage. 
Maker:  C'O 
Russian 

(Moscow),  1779. 
Height:  3  inches. 


Mack  &mcholson 

By  Appointment  Only 
Route  52  (RD  #4)  West  Chester,  Pa.  19380  (212)  793-1312 


STAIR 

l  COMPANY  4fc 


59  East  57th  St. 
New  York  10022 
(212)  355-7620 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


Wiiliam  and  Mary  crotch  walnut 
side  table.  England,  c.  1690. 


An  unusual  George  III 
library  desk  in  well-figured  faded 
mahogany;  the  leather-lined  sloping  writing  surface 
rising  to  reveal  a  fitted  interior;  the  back  with  rising 
flap,  c.  1780.  Length  49",  depth  28 V2",  height  34" 


PRICE  G  LO\£R  I NC 

East  57th  Street,  New  York,  N.Y.  10022  (212)  486-9767 


Unusual  three  arm  brass  chandelier 
of  small  size  with  very  fine  detail. 
English,  circa  1760.  Height  15",  width  18". 


emotional, 

dealers 
(ylssoaatiori 
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FRED  B.  i\  ABLER 

56  Mount  Street  Bay  Head,  New  Jersey  08742  (201)892-2575 


George  II  walnut  stool, 
beautifully  carved. 


32  East  57th  Street 
New  York,  N.Y.  10022 
(212)  753-4368 


A  Bronze  Figure  of  Mercury 
Dutch,  after  the  model  by 
Giovanni  da  Bologna 
Circa  1600 
Height:  203A  inches 


MATTHEWe 
ELISABETH  SHARPE 

Spring  Mill,  Conshohocken,  Pa.  19428  (215)  828-0205 


A  fine  Federal 
mahogany  lady's 
lolling  chair  with 
molded  arms, 
supports  and  legs 
Massachusetts, 
circa  1800. 
Ht.  42";  overall 
width  24V2". 


RALPH  M.  CHAIT 


Galleries 


12  East  56th  Street 
New  York,  N.Y.  10022 
(212)  758-0937 


Pottery  Figure  of  a  Standing  Ram, 
Six  dynasties.  A.D.  265-589 
Height:  5V2  inches. 


I 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


GARRICK  C.  STEPHENSON 

50  East  57th  Street,  New  York,  N.Y.  10022  (212)  753-2570 


Petite  Louis  XVI 
gilt  wood  console. 
Width  30V2", 
depth  14", 
height  383/4". 


?FRANK  GARO 
GALLERY 
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l!  M|CRO  CRYSTALLINE  WAX|| 
[j      CLEANER  /  POLISH 

^5§@E@230ccl 


RENAISSANCE 


'An  exceptional  wax  polish'  sold  in  association  with 
the  Connoisseur  Magazine 

Renaissance  is  a  professional  blend  of  refined  fossil-origin  waxes 
with  unique  cleaning  and  protective  qualities.  It  is  already  used 
in  many  parts  of  the  world  by  discriminating  experts.  This 
superlative  wax  polish  revives  and  protects  all  surfaces,  gently 
lifting  the  grime  of  antiquity  and  leaving  a  finish  delightful  to  see 
and  touch.  The  surface  glows  with  repeated  applications. 
With  the  consent  of  the  British  Museum,  acknowledged  leader 
in  conservation  research,  the  polish  is  now  being  made  available 
to  the  public. 


Price  per  can,  including  packing, 

postage  and  (in  U.K.  only)  VAT 

U.S.A.  -Air  Mail: 

$7.50 

-  Surface  Mail: 

$6.00 

Canada  -  Air  Mail: 

$7.50 

-  Surface  Mail: 

$6.00 

U.K.  Only 

£2.30 

Europe 

£2.85 

Australia  -  Air  Mail: 

£4.60 

-  Surface  Mail: 

£2.85 

For  quantities  of  six  or  more  deduct  10%  overall. 


Order  Form:  To  The  Connoisseur,  Chestergate  House,  Vauxhall  Bridge  Road, 
London,  SW1V  1HF.  (Reg.  Office.  Reg.  No.  112955  England). 

Please  send  me  by  airmail/surface  mail:  cans  of 

Renaissance  Wax  Polish  at  each,  less  10%  overall  deduction 

on  six  or  more  cans.  I  enclose  lotal  payment  of:  


Mr  Mrs/Miss. 


Address 


Chequesjmoney  orders  should  be  made  payable  to  THE  CONNOISSEUR 

L_*  —  _  —  —  —  —  —  —  —  —  —  —  —  —  —  —J 


Porcelain  Triple  Gourd  Vase. 
Painted  in  unglaze  cobalt  blue. 
K'ang  Hsi  period. 
Ex  J.  P.  Morgan  Collection. 
Height:  11%  inches. 


41  EAST  57th  ST..  NEW  YORK.  IN.  Y.  10022 
(212)  PL  3  2166 
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BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  THI 
QUEEN  MOTHFR 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


sflare  &uj&6/l  and  (%itinenta£  c/itfvvr.  c/J^lniaUtfeA. 


George  III  Silver  Treasury  Inkstand  by 
Frederick  Kandler,  London  1762. 
Engraved  with  the  Royal  Coat  of  Arms. 

Weight  125  ounces. 
Length  12  inches. 
Width  8  inches. 


(A) 


Valuai  ons  for  Probate,  Insurance  and  Division 

Ttlrphonr  6X1    TtlettapkU  Addrtn  "Euclait  London  W.i" 


DELOMOSNEAND  SON  LIMITED 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  charming  Bow 
Group  of  musicians 
flanked  by  candle 
sconces. 

Height :  8^  inches. 
Circa  1  765. 


4  CAMPDEN  HILL  ROAD  KENSINGTON  LONDON  W.8 
TELEPHONE  01-937  1804    CABLEGRAMS:  DEL0M0SNE  LONDON  W.8 


A  fine  English  walnut  dresser  base 
in  the  William  and  Mary  manner. 
England,  circa  1850. 
Height  37",  Depth  23",  Length  60 


Wakefield-Scearce  Galleries 

HISTORIC  SCIENCE  HILL,  SHELBYVILLE.  KENTUCKY  40065    Telephone:  502  633-4382 
DIRECT  IMPORTERS  OF  BRITISH  ANTIQUE  FURNITURE  SILVER  OLD  b  HEFFIELD,  AND  DECORATIVE  ACCESSORIES 

Member  ot  the  Art  and  Antique  Dealers  League  ol  America,  Inc. 
Write  for  our  new  illustrated  catalogue.  $2 30 
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rv9n  Invitation 

...to  spend  sometime  each 
month  among  the  i<u&st,most 
exquisite  treasures  qf  the 
ancient  and  modern  wdrld! 

"The  most  beautiful  magazine  printed  in  the 
English  language,"  THE  CONNOISSEUR 
contains  full-colour  plates,  illustrations  and  au- 
thoritative articles  on: 
Paintings 
Prints 
Tapestries 
Antiques 
Silver 
Jewelry 
Porcelain 
Glass 
Sculpture 
Architecture 
Furniture 
Arms  &  Armour 

Plus,  definitive  news  on  the  showings,  sales 
and  events  v/orth  noting  in  American  and  Eu- 
ropean galleries,  museums,  auction  rooms  and 
private  collections. 

60NNOISSEUH  $5.00  a  copy. 

1  year  $48.00  (You  save  $12.00  from  the  single- 
copy  cost) . 

2  years  $85.00  (You  save  $35.00  from  the  single- 
copy  cost) . 

For  these  substantial  savings,  just  fill  in  and 
clip  out  the  Subscription  Order  Form  below 
and  mail  it  today. 

Your  first  copy  will  be  on  its  way  to  you  in  six 
to  twelve  weeks.  Watch  for  it! 


THE  CONNOISSEUR 

P.O.  Box  10120.  Des  Moines,  Iowa  50340 
Yes!  Please  send  me  THE  CONNOISSEUR 

□  One  year  (12  months)  for  $48.00 

(saves  me  $12.00  from  the  single-copy  cost) 

□  Two  years  (24  months)  for  $85.00 

(saves  me  $35.00  from  the  single-copy  cost) 

□  Payment  is  enclosed    □  Bill  me  


Name- 


please  print 


Address- 
City  


-State- 


-Zip- 


THE  CONNOISSEUR,  $5.00  a  copy. 


WFSF 


IMPERIAL  R  USSIAN  WORKS  OF  ART  AND  ICONS 


A  Russian  icon  of  St.  George  and  St.  Mary  of  Egypt.  St.  George  is 
shown,  unmounted,  with  St.  Mary  of  Egypt,  whose  early  life  paral- 
leled St.  Mary  Magdalen.  Above,  Christ  gives  His  blessing.  Egg 
tempera  on  wooden  panel.  12  inches  by  10'  2  inches.  Late  17th  or  early 
18th  century. 

Catalogue  available  on  request 

Pull  ant)  Pear 

antiques 

406  Linden  Avenue,  Wilmette,  Illinois  60091 

Telephone  (312)  256-6626 
Tuesday  through  Saturday,  10  a.m. -5  p.m. 


Mayorcas  Ltd. 

Member  of  the  BADA  Ltd. 


Rare  ENGLISH  Sheldon  Tapestry  of  the  late  1  6th  century. 
c.  1  590.  of  Joseph's  Dream  (Genesis  38.  Verse  5).  woven 
in  colourful  wools  and  silks,  and  edged  with  formal  border 
of  flowers,  swags,  masques  and  urns  In  superb  condition, 
measuring  50  cms  x  50  cms  (1 '  7j"  x  1 '  7^"). 

38  Jermyn  Street  St.  James's 

London  S.W.i.       Telephone:  01-629  4195 
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Christie's  catalogues 

Every  Christie's  catalogue  is  prepared  by  specialists  and  is  a  work  of  reference  in  its  own 
right  containing  detailed  descriptions  of  each  lot  with  an  estimate  of  its  likely  sale  price. 

Christie's  catalogues  give  the  most  accurate  and  informed  view  of  your  particular  field  of 
interest  in  the  fine  art  market  whether  in  London  or  our  salerooms  abroad. 

Catalogues  can  be  purchased  individually  but  an  annual  subscription  offers  collectors  a 
worthwhile  saving.  This  also  entitles  you  to  a  complimentary  Forthcoming  Sales  Notice  each  month. 

A  separate  subscription  form  is  available  for  Christie's  South  Kensington  where  sales  in 
the  lower  price  range  and  in  new  collectors  fields  take  place. 

Christie's.The  First  Fine  Art  Auctioneers  -  since  1766. 

8  King  Street,  St.  James's,  London  SW1Y  6QT.  Tel:  (01)  839  9060.  Telex  91642!  >. 


To:  Mrs. D.  Edwards, White  Bros.  Ltd.  Prima  Road,  London  SW9  OXH. 


Please  send  me: 

CH  further  information  about  sale  catalogues  at 
King  St.  St..  James's  and  abroad. 

□  further  information  about  sale  catalogues  at 
Christie's  South  Kensington. 

NAME  


CD  your  free  illustrated  Forthcoming  Sales 
notice  each  month. 

EH  information  regarding  your  Review  of  the 
Season,  1977,  a  fully  illustrated  and  authoritative 
guide  to  the  art  market  as  reflected  through 
Christies. 

ADDKl-SS  


Kates  for  ( iverseas  subscribers  on  request 
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Berry-Hill 
Galleries 

743  Fifth  Avenue,  New  York,  N.  Y.  10022 
(212)  753-8 1 30    Cables  BERR YHILL  NEW  YORK 


Willard  Leroy  Metcalf 

(1858-1925) 

Street  Scene,  Tunis 

Oil  on  canvas,  32%  x  21  %  inches 

Signed  and  dated:  W.  L.  Metcalf  '87 

Exhibited:  Willard  Leroy  Metcalf:  A  Retrospective, 
Organized  by  the  Museum  of  Fine  Arts,  Springfield.  Mass.. 
1976-77,  illus.  in  the  catalogue  #  10. 

The  oil  study  for  this  painting  is  in  the  Collection  of  the 
Worcester  Art  Museum,  Mass. 


Member  Canadian 
Antique  Dealers  Association 


Antiques  and  Works  of  Art 


18th  Century  Inro 

Carved  tortoise  shell  with  Nashiji  lacquer 
interior  and  family  crest.  Height  2|". 

736  Seventeenth  Avenue  Southwest  Calgary. 
Alberta,  Canada  T2S  0B7 
Telephone  269-3560  Area  code  403 


The  Twelfth  (Autumn) 


ST.  JAMES'S 
ANTIQUES  FAIR 

The  Piccadilly  Hotel 

Piccadilly,  London  Wl 

Tuesdav-Saturday 
AUGUST  30th-SEPTEMBER  3rd 

1 1-8  daily  (2.30-8  first  day) 

Furniture  pre- 1830 
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PLAZA 
ART  GALLERIES,  INC. 


IMPORTANT  ESTATE  AUCTIONS  EARLY  OCTOBER,  1977 

The  property  from  the  Estate  of  MARCIA  BRADY  TUCKER,  daughter  of  ANTHONY  N.  BRADY,  noted  New  York  financier, 
removed  from  historic  "Penwood  Farm",  her  600  acre  estate  in  Mt.  Kisco,  from  her  New  York  City  apartment  at  720  Park 
Avenue,  and  the  former  Tucker  seagoing  Yacht  "Migrant". 

Included  in  this  series  of  sales,  to  be  conducted  at  the  Plaza  Art  Galleries  in  early  October,  will  be  antique  17th,  18th,  and 
19th  Century  Furniture  in  Walnut,  Mahogany  and  Satinwood,  plus  18th  Century  antique  American  Furniture  in  Cherry,  Pine 
and  Maple.  Important  English,  Irish  and  Continental  Sterling  Silver,  plus  fine  Tiffany  pieces,  Tea  sets,  Baskets,  Objets  d'Art, 
etc. 

Also  to  be  sold  are  fine  examples  of  early  19th  and  20th 
Century  Oil  Paintings  and  Water  Colors,  plus  rare 
Porcelains,  antique  Oriental  Rugs,  Tapestries,  an  18th 
Century  Coromandel  Screen  (each  panel  109"x201/2"), 
important  Jewelry,  unique  early  18th  Century  Dutch 
Brass,  Pewter  and  Delft  Chandeliers,  cut  Glassware, 
Mantles,  and  a  rare  18th  Century  Dutch  Case  Clock  by 
Gerrit  Vos  Amsterdam,  plus  many  more  valuable  works 
of  art  and  artifacts. 

For  further  information  about  these  highly  important 
Estate  Auctions,  contact  James  C.  Couri,  Chairman  of 
the  Board. 

Specific  dates  of  Exhibitions  and  Sales  to  be 
announced. 


Section  Dining  Room  Area  720  Park  Ave.,  New  York  City 


Manor  House  "Penwood  Farm"  Mt.  Kisco,  New  York 


Section  Living  Room  Area  720  Park 


New  York  City 


"Migrant"  the  former  Tucker  seagoing  Yacht 


Established  1916  >  Auctioneers  -  Appraisers/406  East  79th  Street  .  New  York.  N  Y.  10021  «  Telephone  Q\ 71  477  ■  1000 


H  E I IV 1 

ASPECTS  OF  FRENCH  ACADEMIC  ART  1680-1780 

SUMMER  EXHIBITION 


10  June -26  August  1977 
Monday  to  Friday :  10.00  a.m.  -  5.30  p.m. 


Tel :  01-493  0688  59  Jermyn  Street,  St.  James's  Cables :  Heimgal 

London  SW 1 Y  6LX  London 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


Late  1 7th  Century  Blue  and  White 
Delft  Dish.  Diameter  14". 

6.  7  &  8  BORINGDON  VILLAS  PLYMPTON 
PLYMOUTH,  DEVON 
Plymouth  337952 


ships  decanter  from  the 
Bristol  Glass  Collection  by 
THOS-  WEBB 

Ship's  Decanter,  just  one  of  the  fine  pieces  available  in 
the  traditional  colours  of  Bristol  Blue,  Lustrous  Dark 
Green  and  Glowing  Amethyst.  Write  for  details  of  the 
full  range  to. 


TH0S.  WEBB  &  SONS,  32-33  HATT0N  GARDEN, 
DGlTlR   LONDON  EC1N  8DT  Tel  01-405  0811. 
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Sotheby's 


at  GLENEAGLES  HOTEL,  Scotland 


Monday  29th  August,  1977,  at  9  pm 

SCOTTISH  SILVER,  SPORTING  GUNS, 
OBJECTS  OF  VERTU  and  FURNITURE 

Tuesday  30th  August,  1977,  at  6  pm  and  9  pm 

SCOTTISH  PAINTINGS,  DRAWINGS  and 
WATERCOLOURS  and  a  COLLECTION  OF 
SCOTTISH  BOOKS 

Viewing: 

at  Sotheby's  Belgravia,  19  Motcomb  Street,  London  SW1X  8LB  (Telephone:  01-235  43 1  0 
Mondav  15th  to  Monday  22nd  August,  9.30  am  to  4.30  pm 
(Arms  may  be  viewed  at  34-35  New  Bond  Street) 

at  Gleneagles  Hotel,  Perthshire  (Telephone:  07646-2231) 
Saturday  27th  and  Sunday  28th  August,  10  am  to  7  pm  and  Monday  29th  August,  10  am  to  3  pm 


Jessie  Marion  King,  The  Wish,  Hope  to  Sing  through  all  the  Days,  pen  and  ink  and  watercolour, 
signed  and  inscribed,  on  vellum,  23  by  15  cm. 


Norman  Adams  Ltd. 

8-10  Hans  Road,  Knightsbridgc.  London  sw3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Alexander  Gallery 

45  Sloane  Street,  London  swi 
Tel:  01-235  1 S 1 3 

Fine  Victorian  and  igth  century  continental 
Paintings,  Old  Master  Paintings. 
Furniture  and  Works  oj  Art 

Maria  Andipa  Icon  Gallery 

162  Walton  Street,  London  sw/3 
Tel :  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  igth  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  Hha 
Tel :  01-629  2608,  Telex :  2 1  1 42 
Fine  antique  furniture,  clocks  and  silver ; 
specially  designed  modern  jewellery  and 
presentation  items  ;  interior  furnishing 

Bentley  &  Co.  Ltd. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

H.  Blairman  &  Sons  Ltd. 

1 19  Mount  Street,  London  wiy  5HB 
Tel:  01-493  0444 

iSth  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  Works  of  Art 

Bluett  &  Sons  Ltd. 

48  Da  vies  Street,  London  wi 

Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  oj  An 

D.  Bouldstridge  Ltd. 

47  Lower  Belgrave  Street,  London  SWi 
Tel:  01-730  7548 

Specialist  in  English  Antique  Clocks  of  late- 

1  7th ,  1 8th  and  early- 1  gth  centuries 

Member  B.A.D.A. 

Recognised  Supplier  to  the  Corps 

Diplomatique. 

Brod  Gallery  (Alfred  Brod  Ltd.) 

24  St.  James's  Street,  London  swia  iha 

Tel:  01-839  3871 

Old  Master  Paintings  and  Drawings 


The  Bruton  Gallery 

High  Street,  Bruton,  Somerset  baio  oar 
Tel :  074  98 1  2205 

Specialists  in  European  Sculpture  ig-20th 
Century:  Ayrton,  Bourdelle,  Dalou,  Carpeaux, 
Moore,  Rodin,  Etc. 

Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 

Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel:  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 
Mondays  to  Fridays  10.00  to  5.30 
Saturday  mornings  10.00-1.00 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel :  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints, 
Persian,  Indian  and  Islamic  Art 

Cramer 

38  Javastraat,  The  Hague  201  1,  Holland 

Tel :  070-63  07  58 

Fine  Old  Master  Paintings, 

catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352 
5857 

English  and  American  Primitive  paintings, 
Unusual  pictures  by  younger  artists 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel :  01-584  7566 

20th  Century  British  and  European  Masters. 
Younger  British  artists.  (Also  unjustly 
neglected  painters). 

Crosby  Books 

P.O.  Box  100,  Fishguard,  Dyted,  Wales,  GB. 
Tel:  034882  292 

Oriental  Carpet  books  sold.  Catalogues,  listing 
many  books  on  this  subject  sctii  free  on  request 

Delomosne  &  Son  Ltd. 

4  Campden  Hill  Road,  Kensington, 

London,  w8 

Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish 

Glass  of  all  kinds  also  European  Ceramics 

Doveridge  House  Antiques, 

Neach  Hill.  Long  Lane.  Tong.  Shropshire 
Tel :  Albnghton  3131 

Fine  18th,  igth  Century  English  &  Continental 
Furniture,  Paintings,  Clocks,  Decorative  items 
and  Interior  Furnishings 


Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  51 16 

British  Art  of  the  igth  and  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture  and  Decorative  Arts 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel :  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

S.  Franses 

71  Knightsbndge,  London  swi 
Tel:  01-235  '888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel :  01-629  2457 

1 8th- 1  gth  century  English  and  Dutch  Paintings 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58jermyn  Street,  St. James's,  London  swi 
Tel:  01-493  4496.  Cables:  Fryart.  London 
English  Watercolours  and  Drawings  oj  the 
1 8th  and  1  gth  centuries 

The  General  Trading  Company  Ltd. 

144  Sloane  Street,  Sloane  Square, 
London  swi x  9BI 
Tel :  01-730  04 1 1 

18th  and  igth  Century  English  furniture, 
porcelain,  pewter,  prints ;  fine  quality  china, 
crystal,  gifts ;  decorating 

Christopher  Gibbs  Ltd. 

1 18  New  Bond  Street,  London  wiy  9AB 

Tel:  01-629  2008/9 

Old  Masters  and  Works  of  Art 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  WI,  Tel:  01-493 
7997 

18th  and  igth  Century  English  Paintings. 
17th  and  18th  Century  Dutch,  Flemish  and 
Italian. 

17th  to  igth  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street.  Hanover  Square. 
London,  wiy  i  A  A 

18th  and  early  igth  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  ig70 

M.  Harris  &  Sons 

44/52  New  Oxford  Street,  London  WCIA  1  es 

Tel:  01-636  2 1 2 1 

Fine  18th  century  English  furniture 

and  Works  of  Art 
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Heim  Gallery 

«9jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  0688 
!  Old  Master  Paintings  and  Sculptures  in  marble, 
bronze  and  terracotta 

Milne  Henderson 

I  )g  Mount  Street,  London  w  1 

Tel:  01-499  2507 

Chinese  and  Japanese  Paintings. 

Japanese  screens  and  prints, 
J  Oriental  Embroidery 

Hennell  Ltd. 

I  Davies  Street,  Berkeley  Square, 
;  London  wiy  2ny,  Tel:  01-499  301 1 
j  Antique  and  modem  jewellery  and  silver, 

domestic  silver  by  the  Hennells  from  1 737 

Holmes 

j  29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 
:  Jewellery,  Antique,  Victorian  and  fine  modem 
,  silver 

George  Horan 
(Oriental  Antiques)  Ltd. 

38A  Kensington  Church  Street.  London  w8 

Tel:  01-9379532 

By  appointment  to  the  Corps 

Diplomatique.  Pine  Oriental  ceramics,  bronzes, 

jades,  ivories,  carvings  etc. 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi ,  Tel :  01-235  5944 
Specialising  in  1 7th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

Alexander  Juran  &  Co. 

74  New  Bond  Street,  London,  wiy  9DD 
Tel :  01-629  2550 

Old  and  Antique  Caucasian  and  Oriental 
Rugs  and  Carpets 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel :  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

M.  Knoedler  Co.  Ltd. 

143  New  Bond  Street,  London,  wiy  9FD 
Tel:  01-499  1923  and  4585,  Telex:  24183 
Fine  Paintings 

R.  A.  Lee 

1—9  Bruton  Place,  London  wi 

Tel:  01-629  5600  and  499  6366 

Works  of  art,  fine  furniture,  clocks  and  armour 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
or  by  appointment. 

18th,  lgth  and  20th  Century  Watercolours  and 
Drawings 


London  Art  Gallery 

15/16  Royal  Opera  Arcade 

Haymarket,  Pall  Mall,  London,  SWi 

Tel:  01-930  7679 

/  lundreds  inexpensive  handsomely 

framed  original  figurative  oil 

paintings  by  masters  oj  the 

future,  some  8"by  10"  under  £25. 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street 

Portman  Square,  London  wi 

Tel:  01-723  6595 

Member  of  B. A. D  A. 

Specialist  in  Fine  English  Antique  Porcelain, 

Pottery,  Del  ft  ware  and  Enamels 

Marlborough 

6  Albemarle  Street,  London  wix  3HF 
Tel:  01—629  5161,  Cables:  Bondartos 
Fine  impressionist  and  20th  Century  Paintings, 
Drawings  and  Sculpture.  Graphics  and 
photographs  by  leading  20th  Century  Artists 

Roy  Miles  Fine  Paintings 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 

Gallery  hours:  Monday-Friday,  10-6 
English  Paintings  and  Old  Masters 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 
( )ld  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 
Fine  early  English  and  Fn  nch 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swi  y6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery ,  Jewellers  and 
Silversmiths  for  four  generations.  Also  at 
Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4274 

Fine  19th  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly.  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3 hf 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 


David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 

Phillips  &  Harris 

S4  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  oj  art 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 
British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 

Pitt  &  Scott  Ltd. 

20/24  Eden  Grove,  London,  N7  8ed 
Tel:  01-607  73-21,  Telex:  21857 
Packing  and  shipping  of  fine-art  works 
throughout  the  world 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders 
and  Chandeliers.  Restorations  in  marble. 

G.  T.  RatcliffLtd. 

Durwards  Hall, 

Kelvedon,  Essex,  coi  2PG 

STRICTLY  TRADE  ONLY. 

Enormous  antique  furniture  stocks  in  showroom 

condition  including  lacquer  and  decorated  pieces 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 

Tel:  01-409  1971 

Fine  European  Arms  and  Armour 

Islamic  and  works  of  Art, 

Early  Photographic  Material 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

Spink  &  Son  Ltd. 

5—7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London 

SWI 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1784/1785 
Fine  English  Furniture  and  works  oj  art  of  the 
1  7th  and  18th  Centuries 


Alan  Tilman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  916151 
Antique  Paperii'eights  also  glass  from 
17th—  19th  Centuries,  including  English  and 
French  Cameo  glass 

Trevor 

24-25  Mount  Street,  London  wi 
Tel :  01-499  8228 

Important  stock  18th  and  early  19th  Century 
Furniture  and  Works  of  Art 

Tryon 

41—42  Dover  Street,  London  wi 
Tel:  01-493  5 161 
Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Earle  D.  Vandekar  of  Knightsbridge 

138  Brompton  Road,  London  SW3 

Tel:  01-589  8481/3398 

Telex:  Pavant  917447 

Members  of  B.A.D.A.  and  C.I.N. O. A. 

Large  stock  of  Fine  Chinese,  Continental  and 

English  Porcelain  and  Pottery 


Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 
Dutch  and  English  paintings  from 
ljth-iQth  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 
Tel:  01-629  0602,  Cables:  Navild,  London 
Old  Master  and  Impressionist  Paintings 
and  Drawings 

Williams  &  Son 

2  Grafton  Street,  London  wix  3 lb 
Tel:  01-493  5751 

Fine  Traditional  English  and  European 
Paintings  from  the  19th  &  20th  Centuries 


Temple  Williams  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 
Fine  Regency  Furniture,  Works  of  Art ,  m 
Valuations 

Winifred  Williams 

3  Bury  Street,  St.  James's,  London,  swi 
Tel:  01-930  4732/0729 
Important  18th  century  English  and 
Continental  Porcelains  and  Enamels.  Collectors' 
pieces  of  Museum  quality 

W.  H.  Willson  Ltd. 

1 5  King  Street,  St. James's,  London  swi  y  6qu 

Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter  Ltd. 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494,  Telex:  21879  Harriet 
Antique  Scientific  Instruments  and  new,  second 
hand  and  antiquarian  hooks  on  the  history  of 
science  and  technology. 


"Le  Moisson  des  Roses" 
Rudolph  Ernst  1 854-1  91 6 

Canvas  size  39i"  x  31"  (100  *  79  cm) 
Outside  frame  45i"  *  37"  (11 5  *  94cm) 


"In  Toronto" 
Fine  Paintings  by 
recorded  artists 


including  works  by: 

W.  Anderson,  H.  Andrews,  C.  F.  Bellanger,  Berne  Bellecour,  F.  M.  Bennett, 

F  A  Bridgman,  Edgar  Bundy,  J.  B  Burgess,  A.  de  Breanski, 

Phillip  H.  Calderon,  D.  Y.  Cameron,  Ivan  Choulste,  F.  S  Coburn, 

F.  C.  Compte,  Thomas  Creswick,  Montague  Dawson,  E.  Detaille,  Jules  Dupre, 

Victor  Dupre,  Dietz  Edzard,  Suzanne  Eisendieck,  R.  Ernst,  Th.  Frere, 

W.  P.  Frith,  E.  L.  Garrido,  Frederick  Goodall,  R.  A.,  Paul  Grolleron, 

J  J  Henner,  J  F.  Herring,  Jr ,  Joseph  Highmore,  Bernard  de  Hoog, 

W  Lee  Hankey,  Yeend  King,  Dame  Laura  Knight,  Sir  Edwin  Landseer, 

L.  Lassalle,  A.  A.  Lesrel,  T.  M  F  Lybaert,  J.  C.  Maggs,  Constantin  Makovsky, 

Han  van  Meegeren,  Antonio  Reyna,  Lucio  Rossi,  Ferdinand  Roybet, 

Eisman  Seminowsky,  Alfred  Vickers,  Wordsworth  Thompson,  Felix  Ziem 

and  others. 


FREDERICK  THOM  GALEERIES 

1 94  Bloor  Street  West 

(just  west  of  Park  Plaza  Hotel) 

Toronto  M5S  1T8,  Canada 

Telephone:  416-921  3522 
Area  Code:  416 
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In  Bmton  Street 

Algernon 
Asprey 


A  small  George  III  mahogany  gateleg 
table  with  turned  legs,  and  on  scroll  feet. 

Circa  1765. 

Length  of  top  open:  37" 
Width  of  top:  30" 
Height:  28\" 

Members  of  the  British  Antique  Dealers'  Association. 


ALGERNON  ASPREY,  27  BRUTON  STREET,  LONDON  W1X  8HA.TELEPHONE:  01-629  2608.  CABLES:  ALGYASPREY  LDN. TELEX:  21142 


SHOWCASE 


£13 

n  CONNOISSEUR  COMPLETE 
U  YCLOPED1A  OF  ANTIQUES 

n  U  good  booksellers  or  from 

wi  nnoisseur  Books  Division 

■M  gate  House,  Vauxhall  Bridge  Road 

id   SWI\  1HF 


English  Painted  Enamel  Boxes  have  been 
famous  for  more  than  200  years.  Today, 
Crummies  <&  Co.  are  making  Enamel  Boxes  with 
the  same  traditional  qualities  as  their 
predecessors. 


These  words  are  set  wMl  a  delight- 
Jut  spray  of  flowers,   with  leaf 

green  base. 
P.ef.Ho.111   Size  Scms  wide  oval 


CRUMMLES&  CO. 

Cromer  Rd.  Poole  Dorset 


ADKTIONAIiYOF 

MAKES 


A  DICTIONARY  OF  MARKS 

Price  £3.95 


From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION. 

CHESTERGATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD,  SW1V  IHF 


SWITZERLAND 

A  well  established  Swiss 
company  dealing  in  English 
antiques  intends  to  expand 

into  large  additional 
showrooms  on  the  1st  floor 
of  a  prime  location  in  Zurich. 

Contacts  are  sought  with 
specialist  firms  in  Antiques, 
Fine  Art  and  related  fields 
who  would  be  interested  in 
establishing  themselves  in 
this  important  financial 
centre. 
Box  No.  8768 


•4  English  Ceramics 1580-1830 


A  Commemorative  Exhibition  of  Ceramics  and  Enamels  to  celebrate 
the  50th  Anniversary  of  The  English  Ceramic  Circle  1927-1977 

To  be  held  at 

Sotheby's  Belgravia,  19  Motcomb  Street,  London  SWiX  8LB 

nth-28th  August,  1977, 9.30-4.30  pm 
Saturdays  and  Sundays  inclusive 

^p*      Fully  Illustrated  Catalogue  Softback  £5    Hardback  £15 


available  from:  Sotheby  Parke  Bernet  &  Co.,  2  Merrington  Road, 
London  SW6  iRG 
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August  is  traditionally  a  month  of  transition  in  the  Arts  world, 
as  it  is  in  other  forms  of  organised  sport.  The  cricketers  dread 
the  return  of  football,  and  those  involved  in  the  academic  side 
of  the  arts  look  ahead  with  foreboding  to  the  heart  rending 
shocks  of  another  season  with  the  salerooms.  This  summer  has 
been  notable  for  the  turbulence  of  public  debate  on  the  once 
polite  subject  of  the  nation's  artistic  heritage,  and  great  auction 
houses.  Sotheby's  especially,  have  had  to  adjust  to  a  growing 
awareness  of  their  ambiguous  role;  they  have  become, 
through  faults,  of  which  some  at  least  are  their  own,  the 
ones  we  love  to  hate.  Mentmore,  Sion  College,  John  Evelyn's 
library,  William  Beckford's  papers  have  all  been  casa  belli  this 
summer,  and  both  Sotheby's  and  Christie's  have  had  to  stand 
the  fire  of  those  professionally  involved  in  discussion  of  the 
Arts,  willing  to  shoot  the  horse  because  they  could  not  get  at 
the  rider.  It  should  be  made  clear  that  the  salerooms  exist  to 
make  money  for  those  who  wish  to  sell  objects,  and  thereby 
they  make  money  for  themselves.  Those  who  work  for  the 
salerooms  are  placed  in  an  impossible  position  by  the  rival 
demands  of  a  successful  business  and  the  growing  resentment 
at  the  dispersal  of  collections  of  national  importance  and 
interest.  They  have  to  be  vet  and  slaughterman,  charged  with 
the  humane  killing  of  a  dying  collection  and  overseeing  the 
frenzied  ritual  of  its  dismemberment.  I  suppose  the  commission 
keeps  them  cheerful. 

One  positive  result  there  must  be  from  this  bitter  season.  Not 
only  should  it  be  realised  that  the  salerooms  are  not  the  prime 
sinners,  but  measures  must  be  taken  to  ensure  that  more 
people  can  identify  those  who  are  responsible  for  taking 
decisions,  almost  always  irreversible,  about  our  national 
heritage.  Not  only  that,  but  those  people  must  be  held  to  public 
account  and  made  to  take  the  views  of  an  increasingly  aware 
public  into  greater  and  more  obvious  consideration.  The  buck 
passes  swiftly  and  unobtrusively  down  Government  and 
departmental  corridors,  safe  from  interference  by  all  save  the 
happily  growing  fifth  column.  It  is  sad  that  as  the  problems  of 
conservation  and  retention  grow,  the  flow  of  information,  even 
opinion,  from  on  high,  does  not.  Let  us  hope  that  the  coming 
season,  and  its  accompanying  trade  fairs  in  Florence.  Delft  and 
Munich,  will  see  a  greater  willingness  to  concert  action  about 
this  awkward  and  embarrassing  late  twentieth-century 
problem.  There  is,  in  Britain  especially,  such  a  confusion 
over  the  aims  of  taxation,  the  right  of  single  families  to  own 
and  enjoy  great  collections,  the  right  of  the  newly  rich  to  aspire 
to  such  collections,  and  the  rights  of  ordinary  people  to  see  and 
enjoy,  vicariously,  the  taste  and  discrimination  of  past  ages. 
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Rubens  and  the  Graphic  Arts 


Lydia  De  Pauw  -  De  Veen 

Modern  techniques  of  photographic  reproduction  have  ensured  that  Rubens'  work 
is  known  throughout  the  world.  In  his  own  lifetime,  Rubens  was  well  aware  of  the 
advantages  of  good  publicity,  and  the  elaborate  concern  which  he  showed  for  engravings 
after  his  paintings  bespeaks  the  importance  he  attached  to  a  rendering  which  could  convey 
the  strength  and  qualities  of  painting. 
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i.  Cornelis  Galle  after  Rubens.  ]udith  and  Holophemes,  engraving. 
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i"J~lhese  prints  did  not  imitate  his  pictures;  in  the  evolution 
-L  of  graphic  techniques,  the  role  of  Rubens  consisted 
exactly  in  submitting  them  to  painting,  by  asking  from  his 
engravers  such  a  subtle  ability  with  the  burin,  that  the 
pictorial  characteristics  and  qualities  of  his  paintings  were 
expressed.  Rubens  did  not  use  graphic  art  for  its  own  sake 
(except  for  woodcut),  completely  differing  from  Rembrandt 
who  used  etching  and  dry-point  as  an  independent  artistic 
means  of  expression,  creating  his  prints  wholly  by  himself, 
thus  producing  original  prints  in  the  strictest  sense  of  the 
word.  The  fact  that  Rubens  produced  only  one  original  print 
explains  why  current  interest  in  this  aspect  of  his  artistic 
activities  is  less  than  in  the  other  ones.  As  J.  S.  Held  pointed 
out:  Recent  scholarship  has  dealt  by  preference  with 
Rubens'  drawings  and  oil  sketches  because  they  are  un- 
questionably the  works  through  which  his  genius  speaks  to 
us  most  directly.  His  large  paintings  and  tapestries  are 
perhaps  a  shade  less  popular,  but  they,  too,  received  a  good 
deal  of  attention.  By  contrast,  scholars  have  become  rather 
silent  in  regard  to  one  area  which  in  the  eighteenth  and 
early  nineteenth  centuries  occupied  the  centre  of  the  stage 
for  all  admirers  of  the  Flemish  painter:  the  engravings  made 
from  Rubens'  designs'.1  This  earlier  interest  in  Rubens' 
prints  is  explained  by  the  absence  of  photographic  repro- 
ductions and  because  these  engravings,  more  than  earlier 
prints,  especially  suggested  the  pictorial  qualities  of  Rubens' 
paintings.  Before  Rubens'  intervention,  prints  were  not 
supposed  to  render  pictorial  characteristics.  Even  when 
Marcantonio  Raimondi  worked  from  Raphael's  paintings, 
his  engravings  are  no  more  than  a  graphic  translation  of  his 
model:  even  when,  commanding  a  brilliant  and  skilful 
technique,  masters  of  the  burin  such  as  the  members  of  the 
VVierix  or  the  Sadeler  families  submitted  everything  to  the 
supremacy  of  the  line.  These  were  the  recognised  para- 
meters of  printmaking,  c.  1600.  when  Rubens  departed  for 
Italy.  There  he  heard  and  experienced  how  more  than  half  a 
century  before.  Titian  had  already  had  around  him  a  team  of 
printmakers  who  had  worked  after  his  drawings  and 
paintings.  Maybe  Rubens  conceived  there  his  project  to 
adapt  printmaking  to  his  own  needs,  though,  during  that 
period,  it  seems  that  no  print  was  made  after  a  work  of  his. 
except  for  the  illustrations  -  engraved  by  Cornelis  Galle  -  of 
his  brother  Philip's  book  'Electorum  libri  n.  In  quibus 
antiqui  Ritus.  Emendationes,  Censurae  .  .  .  (Antverpiae,  ex 
officina  Plantiniana,  Apud  Joannem  Moretum;  1608)'. 
These  illustrations,  however,  represent  antique  works  of  art 
and  do  not  announce  any  novelty.  Nevertheless,  Rubens 
must  already  have  thought,  during  his  stay  in  Italy,  of 
having  prints  made  after  his  paintings,  because  the  dedi- 
cation to  John  van  de  VVouwer  on  the  engraving  ]udith  and 
Holophemes  ( No.  1 )  reveals  that  when  in  Verona  in  1 602  he 
probably  promised  to  have  a  print  made  after  the  picture: 
'P.  P.  Rubens,  remembering  a  promise  made  once  in  Verona, 
dedicates  to  the  noble  man  and  best  friend  John  Woverius 
thus  auspicious  and  first  print  after  one  of  his  works'.2  This 
print  was  indeed  the  first  important  work  which  resulted 
from  the  collaboration  of  Rubens  and  the  engraver  Cornelis 
Galle  ( 1 576-1650).  and  a  proof  exists  in  the  Print  Room  of 
the  Bibliotheque  Nationale  in  Paris,  probably  retouched  by 
Rubens  himself.5  which  indicates  the  corrections  to  be 
followed  by  the  engraver.  It  is  clear  that  Rubens  aimed  at 
heightening  the  efficiency  of  prints  as  means  of  com- 
munication by  ameliorating  the  graphic  technique  in  order 
to  improve  reproduction.  Perhaps  a  parallel  can  be  drawn 
between  this  purpose  and  his  aim  to  render  in  his  own 
pictures  the  sensory  materiality  of  bodies,  hair,  textiles, 
metals.  At  first  he  found  little  response.  Many  excellent 
engravers  lived  at  the  time,  but  they  would  not  give  up  their 
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i.  Frontispiece  of  H.  Goltzius' 

'Romanae  et  Graeca  Antiquitatis  Monumentae', 

Antwerp.  B.  Moretus.  1640. 

traditional  techniques.  One  of  them  was  Cornelis  Galle. 
Because  of  the  dramatic  tension  in  his  Judith  and  Holophemes 
(No.  1),  which  is  accentuated  by  chiaroscuro  and  its  theatri- 
cal dynamism,  this  print  is  already  very  different  from  the 
brilliant  but  stiff  productions  of  contemporary  engravers. 
Nevertheless,  Rubens  was  probably  not  yet  satisfied  about 
Cornelis  Galle's  capacity  to  render  pictures,  because  we 
notice  that  the  biggest  part  of  Galle's  engraved  oeuvre 
consists  of  frontispieces  designed  by  Rubens  for  the  Plan- 
tinian  workshop  of  his  friend  Balthazar  Moretus  (No.  2). 
These  frontispieces  indeed  did  not  reproduce  paintings,  thus 
being  more  'original'  than  the  loose  prints,  because  Rubens 
invented'  their  design  in  order  to  be  engraved,  whereas  the 
aim  of  the  loose  prints  was  to  reproduce  paintings. 

Next  to  Cornell  Galle.  Rubens  sought  the  collaboration  of 
different  engravers,  either  trained  in  Antwerp,  such  as  Jean- 
Baptiste  Barbe  (15 78-1649)  and  Pieter  de  Jode  1 
(1 570-1634)  or  pupils  of  the  brilliant  Mannerist  school  of 
Goltzius  in  Haarlem,  such  as  Willem  Swanenburg 
(1581-1612),  Egbert  van   Panderen  (I58i?-i637?), 
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3.  PlETER  SOUTMAN 

after  Rubens. 


The  Lion  Hunt. 
etching  and  engraving. 


4.  Lucas  Vorsterman 

after  Rubens. 

The  Descent  from  the  Cross, 


engraving. 


Vndries  Stock  (c.  1580-after  1648),  Jacob  Matham 
1571-1631)  and  Jan  Muller  (1571-1628).  None  of  them 
atisfied  Rubens,  nor  did  the  Frenchman  Michel  Lasne  who 
vas  active  in  Antwerp  from  i6i7to  1620. 

Significant  are  the  attempts  of  Pieter  Soutman 
c.  1 580-1657)  from  the  Haarlem  school,  who,  from  161 5 
m.  worked  as  a  painter  in  Rubens'  workshop.  He  tried  to 
idapt  the  etching  technique  combined  with  the  burin,  to 
lubens'  pictoriality.  Thus  he  attained  more  flexibility  and 
;pontaneity.  He  structured  his  composition  in  vividly 
:ontrasting  light  and  dark  planes  and  spots,  but  he  could  not 
/et  suggest  the  materiality  nor  the  transparent  or  reflecting 
laying  of  the  light  on  figures  and  objects.  He  achieved  fame 
rom  his  hunting  pieces,  such  as  The  Lion  Hunt  (No.  3),4 
.vhich  he  executed  before  1624.  when  he  was  called  to  the 
:ourt  of  Poland. 

That  Rubens  realised  that  his  aim  could  not  be  reached  by 
Using  traditional  techniques  is  proved  by  the  following 
ragment  of  a  letter  which  he  wrote  to  his  master  Otto  van 
Veen's  brother,  Pieter  van  Veen  (concerning  prints  for 
which  he  wanted  a  privilege  in  Holland):  'And  to  tell  the 
truth,  the  major  part  is  coming  to  an  end  and  will  very  soon 
come  to  light:  I  should  gladly  have  wanted  that  the  engraver 
would  have  succeeded  more  expertly  to  imitate  the  model:5 
yet  it  seems  to  me  a  minor  harm  to  see  the  [prints]  made  in 
my  presence  by  the  hand  of  a  well  intentioned  young  man 
than  by  valuable  men  obeying  their  own  whims'.6  The 
voung  man  about  whom  Rubens  was  writing  was  no  doubt 
Lucas  Vorsterman,  as  most  of  the  prints  which  are  later  in 
the  letter  were  engraved  by  him.  Lucas  Vorsterman 
(1 595-1675)  was  the  artist  who  achieved  the  best  render- 
ing of  the  qualities  found  in  Rubens'  painting.  An  analysis 
of  one  of  his  best  engravings,  The  Descent  from  the  Cross 
(No.  4), 7  helps  us  to  an  understanding  of  his  method  of  work. 
At  first  sight,  we  notice  the  differences  in  the  rendering  of  the 
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e  different  materials:  the  metal  dish,  below  left, 
i  in  a  rather  fine,  but  very  regular  parallel  hatchings. 

irilliancy  which  quite  differs  from  the  soft  shining  of 
idlen's  skirt  shimmering  with  subtle  cross-hatching, 
s  gown  is  also  engraved  with  cross-hatchings  but  in  a 
completely  different  way.  enabling  us  to  feel  how  the  colours 
were  variously  laid  on  the  canvas.  Rubens  applied  rather 
thick  layers  of  paste  where  brilliant  colours  reflected  the 
light:  more  light  was  reflected  by  the  thicker  layers,  whereas 
his  dark  tones  were  painted  with  transparent  colours,  in 

5.  Lucas  Vorsterman  after  Rubens. 
The  Fall  of  the  Angels,  engraving. 


such  a  way  that  the  ligh.  ot  through  the  layers  before  it  was 
reflected,  thus  giving  a  deeper  darkness  to  them. 
Vorsterman  also  managed,  using  graphic  means,  to  render 
the  degree  of  luminosity  of  each  textile,  each  fragment  of 
skin,  each  curl  of  hair.  Here  the  creativity  of  this  non- 
creative  artist  lies  in  the  variety  of  cuttings  he  invented  to 
meet  Rubens'  demand.  Vorsterman  even  transposed  the 
various  degrees  of  intensity  of  the  colours:  red  is  not  a  light 
colour,  but  Saint  John's  gown,  red  in  the  painting,  is 
relatively  light  and  thus  very  luminous  in  the  engraving: 
Vorsterman  had  understood  that  it  was  more  important  to 
express  the  intensity  of  the  red  colour  than  its  tonality.  As  to 
the  hair  of  the  figures,  it  is  striking  how  the  dead  Christ's  dull 
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iair  is  differently  treated  than  the  lively  locks  or  stiff  tufts  of 
he  other  figures.  Notice  further  how  wood,  cloth,  clouds, 
japer  and  sponge  are  diversely  engraved.  Moreover, 
/orsterman  augmented  the  pictoriality  of  his  prints  with 
mother  novelty:  he  did  not  draw  any  outline,  maybe 
letraying  here  the  essential  means  of  expression  of engrav- 
ng.  namely  the  line.  But  thanks  to  this  working  method,  his 
orms.  instead  of  heing  imprisoned  within  their  borders  - 
ivhich  is  the  very  contradiction  of  Rubens'  pictorial  style  - 
eflect  more  roundness,  more  freedom,  more  liveliness.  All 
hese  characteristics  we  find  in  other  engravings,  among 
vhich  the  most  important  were  made  between  1620  and 
[622.  A  few  examples  are  The  Fall  of  the  Angels  (No.  5),  The 
Moration  of  the  Shepherds*  Susanna  and  the  Elders.  The 
i&oration  of  the  Magi,  The  Fight  of  the  Amazons.  No  wonder 
hat  Rubens  appreciated  such  a  talent  and  encouraged  it  by 
orrecting  first  proofs.  Alas,  this  collaboration  could  not  last: 
,'orsterman  seemed  to  have  suffered  some  form  of  mental 
lerangement  and  even  made  an  attempt  on  Rubens'  life.  He 
eft  for  England  in  1624.  returning  in  1629,  but  he  never 
igain  reached  his  former  artistic  level. 

Rubens  had  to  look  for  another  engraver  and  he  asked 
Nicolas  Ryckemans  (before  1600-?)  who  had  already 
•ngraved  the  Palazzi  di  Genova  for  him.  to  engrave  The  Christ 
m  the  straw;10  Ryckemans  failed  however  and  did  no  further 
vork  for  him.  Nicolas  Lauwers  ( 1600-1652)  was  a  better 
nterpreter,  but  still  not  capable  of  repeating  Vorsterman's 
esults.  So  Rubens  addressed  himself  to  a  pupil  of 
,'orsterman,  Paul  Pontius  (1603-1658)  who  collaborated 
ilso  with  Van  Dyck.  Pontius  could  not  render  the  lively 
ension  as  his  master,  but,  on  the  other  hand,  he  added 
lelicacy  and  subtle  refinements,  avoiding  hard  contrasts 
md  heavy  strokes.  With  such  qualities,  it  is  no  wonder  that 
le  excelled  in  portraits.  Well  known  is  the  one  of  Caspar  de 
Juzman,  Count  of  Olivarez  (No.  6)"  which  refers  to  a 
>ortrait  by  Velasquez. 1 2  In  the  case  of  a  portrait  more  than  in 
)ther  subjects,  the  engraver  can  betray  the  modello,  because 
he  smallest  faulty  stroke  can  change  the  character  of  the 
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sitter.  Comparing  Rubens'  Self-portrait  (Windsor  Castle i 
'.vith  the  corresponding  engraving  by  Pontius13  the  "res- 
emblance' is  striking,  though  the  mouth  may  be  a  bit  more 
ironic  on  the  print,  an  irony  which  we  find  in  the  drawn  self- 
portrait  by  Rubens  of  c.  1630/1  iGraphische  Sammlung 
Albertina.  Vienna  1.  Although  Rubens  must  have  been 
satisfied  with  Pontius'  prints  made  until  the  beginning  of  the 
thirties  (later  he  weakened  1.  in  1628  he  asked  for  the 


collaboration  of  Boeiius  a  Bolswert  ic.  1580— 1633).  who 
had  come  from  Holland  in  161 8.  Although  during  those  ten 
years.  Bolswert  had  produced  traditional,  even  dull,  engrav- 
ings, he  became  a  very  good  Rubens  interpreter  however, 
he  never  attained  Vcrsterman's  luminosity  of  the  materials 
nor  Pontius'  refinement,  nor  could  he  confer  on  his  burin 
lines  such  a  variety  in  cutting,  so  that  a  monotonous  effect 
sometimes  results  from  this  lack  of  differential.  After 


Jolswert's  death  in  lb?},  Rubens  turned  his  brother 
ichelte  a  Bolswert  who  on  one  hand  excelled  in  sweet 
1  Madonnas,  whose  tenderness  is  not  disturbed  by  any  heavy 
itrokes  nor  shadows,  and  on  the  other  hand,  showed  his 
alent  in  impressive  landscapes.  It  seems  that  some  of  his 
Madonnas  and  most  of  his  landscapes  were  made  after 
:  lubens'  death.14  But  the  mighty  influence  of  the  master 
lervaded  and  Schelte's   landscapes  rank  among  the 
seventeenth-century  masterpieces  of  print  making  (No.  7). 
Jcheltea  Bolswert  accentuated  the  Baroque  character  of  the 
■omposition,  the  dynamism  of  the  trees,  waterfalls  and 
Mouds,  the  dramatising  contrasts  of  light  and  dark,  with 
j  jroad  swelling  lines,  cut  with  a  sure  and  confident  hand. 
Vorsterman,  Pontius,  Boetius  and  Schelte  a  Bolswert 
were  the  great  masters  of  the  burin.  Around  them  and  after 
hem  a  series  of  other  print  makers  -  some  of  them  were 
heir  pupils  -  worked  for  Rubens;  the  best-known  were 
Marinus  van  der  Goes,  Jacob  Neefs,  Pieter  de  [ode  11.  Conrad 
Lauwers  and  Hans  Witdoeck. 

Rubens,  after  having  fought  to  obtain  from  his  engravers 
qualities  which  they  could  reach  only  by  abandoning 
traditional  techniques,  and,  creatively  rinding  new  ways  of 
cutting,  had  to  put  up  with  the  limitations  imposed  by 
1  conserv  atism  and  lack  of  imagination. 

Although  not  an  engraver  himself.  Rubens'  keen  interest 
in  the  graphic  medium  of  expression  is  proved  by  the  etching 
which  is  generally  admitted  to  be  his  only  print:  Saint 
Catherine  (No.  8).1S  Etching  is  an  easier  technique  for  an 
artist  not  trained  to  the  hard  work  of  burin  engraving. 
Though  Rubens  etched  this  print  after  his  own  painting  for 
the  ceiling  of  the  Jesuit  Church  in  Antwerp,  he  has  not  been 
able  to  render  any  pictorial  effects  nor  the  materiality  of  the 
figure  and  objects.  However,  this  lively  figure  emits  such 
dynamism  and  force,  that  its  spirit  is  more  akin  to  Rubens' 
pictures  than  the  more  faithful  work  of  his  engravers. 

The  same  dynamism  can  be  found  in  the  woodcuts  by 
Christoffel  Jegher  (1586-1652/3).  In  northern  Europe, 
woodcut  was  still  used  for  illustrations  and  for  popular 
prints,  but  it  had  been  rather  neglected  by  creative  artists 
since  c.  1540;  it  had  maintained  a  traditional  and  con- 
ventional technique  and  style.  This  had  not  been  the  case  in 
Italy  where,  under  Titian's  influence,  a  great  renewal  had 
taken  place;  Titian  changed  the  aspect  of  the  woodcuts 
made  after  his  painting  by  loosening  the  lines,  varying  their 
possibilities,  shortening  or  lengthening  them,  broadening  or 
thinning  them,  giving  fluidity  and  freedom  of  movement. 
Different  woodcutters  collaborated  with  Titian  and  this  new 
style  had  many  followers.  Rubens  must  have  known  those 
prints  -  he  used  them  even  in  his  own  compositions"'  - 
certainly  during  his  stay  in  Italy,  but  maybe  also  in 
'  Antwerp.  Cornelis  Liefrinck's  widow  issued  a  set  a  The 
Triumph  oj  Faith  after  Titian  in  1 548.  It  is  striking  that,  to  the 
contrary  of  what  he  aimed  at.  when  exploiting  the  possibi- 
lities of  the  burin  engraving,  he  did  not  want  'reproductions' 
of  his  paintings  cut  in  wood.  He  understood  that  woodcut 
offered  other  possibilities,  strong  expressivity,  accentuation 
of  dynamic  movements,  energy,  rendered  by  sharp  con- 
trasts between  black  and  white,  the  thick  lines,  the  com- 
pletely black  depths  of  the  shadows.  Just  as  with  copper 
engravings,  Rubens  corrected  proofs  and.  with  colour 
woodcuts,  he  gave  indications  as  to  the  cutting  of  the 
subsequent  blocks  for  example,  the  Portrait  oj  a  Man,  Doge 
Cornaro}  (Nos.  10  and  11).17  Rubens  understood  that 
woodcut  had  its  own  original  qualities  and  was  a  means  of 
expression  different  from  painting  and  drawing;  at  the  same 
time,  he  denied  independence  to  copper  engraving. 
Probably  he  found  it  more  interesting  to  use  its  reproductive 
possibilities  which  he  exploited,  thus  creating  a  trend 
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9.  Christoffel  Jegher  after  Rubens. 
Hercules  crushing  Envy,  woodcut. 


toward  imitative  processes  such  as  mezzotint,  aquatint, 
which  developed  at  the  end  of  the  seventeenth  century  and 
in  the  eighteenth  century. 

Why  did  Rubens  give  such  an  importance  to  the  true 
reproduction  of  his  paintings?  Why  did  he  ask  privileges  for 
his  best  prints  in  different  countries18  to  protect  them  from 
copyists  and  commercial  exploitation?  The  answers  are 
manifold.  He  wanted  his  oeuvre  to  be  known  and  therefore  it 
had  to  be  spread  by  means  of  prints  as  faithful  as  possible. 
The  more  his  oeuvre  was  known,  the  more  it  was  appre- 
ciated, the  more  it  was  appreciated,  the  greater  was  the 
demand  for  prints  after  them,  the  higher  the  prize  and  the 
value  of  his  pictures  and  of  his  prints.  Whereas,  in  many 
cases,  it  is  known  by  whom  the  paintings  were  commis- 
sioned, very  little  is  known  about  who  bought  his  prints  and 
for  what  reasons.  The  sale  must  have  been  successful  for 
French  engravers  complained  about  it.'9  The  reasons  for 
this  success  were  varied:  they  were  probably  bought  by  art 
collectors,20  by  amateurs,  by  other  artists  who  considered 
them  as  study  documents;  another  kind  of  public  must  have 
been  interested  in  the  represented  themes.  Rubens  also  gave 
prints  as  a  gift  to  his  friends  and  acquaintances  as  recorded 
in  his  letters  to  Peiresc  and  Pieter  van  Veen. 

Another  question  which  arises  is  that  of  the  role  of  the 
person  to  whom  Rubens  dedicated  his  prints.  It  was  the 
custom  since  the  middle  of  the  sixteenth  century  to  dedicate 
prints  to  important  persons.  This  might  be  out  of  gratitude, 
but  it  is  not  excluded  that  those  dedications  were  part  of 
Rubens'  'public  relations'  programme.  Diplomatic  reasons 
might,  among  others,  have  inspired  dedications,  such  as 
Vorsterman's  Decent  from  the  Cross  (No.  4)  which  Rubens 
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IO.  Christoffel  Jechir  after  Rubens. 
Portrait  oja  Man  (Doge  Cornaro?), 

chiaroscuro  woodcut,  two  of  the  three  blocks  printed  with 
indications  drawn  with  pen  and  ink  attributed  to  Rubens. 

dedicated  to  Sir  Dudley  Carlton,  a  great  admirer  of  his,  when 
he  was  an  ambassador  in  The  Hague. 

Diplomatic  and  political  reasons  can  also  explain  why 
Rubens  painted  some  portraits,  and  had  prints  made  after 
them,  of  persons  who  played  an  important  part  in  the 
international  politics  of  his  time.  An  example  is  the  portrait 
of  the  Spanish  minister  Caspar  de  Guzman,  Count  of 
Olivarez  (No.  6),  who  wrote  to  Rubens,  in  a  letter  dated 
8  August  i62f>,  thanking  him  for  this  portrait.21 

Other  portraits  also  have  such  allegorical  framings  and 
there  are  similar  allegories  in  the  frontispieces  Rubens 
designed  (No.  2).  Some  of  them  clearly  have  a  political 
significance;  this  was  suggested  by  Guy  de  Trevarent  for 
Rubens'  frontispiece  for  'De  Justicia  et  jure  caeterisque 
virtutibuscardinalibus'  by  the  Jesuit  Lessius',  who  dedicated 
the  work  to  the  Archduke  Albert.  As  Tervarent  noted: 
'Rubens  saw  in  Lessius'  book  a  code  for  a  golden  age.  which 
for  him  came  back  with  the  reign  of  the  Archdukes'.  Rubens 
also  served  the  Archdukes  as  a  diplomat.  His  loyalty  to  the 
Spanish  governors  finds  expression  in  his  directing  the  city 
decoration  for  the  official  entry  of  the  Cardinal  Infant 
Ferdinand  in  Antwerp  in  ih^s.  in  collaboration  with  the 
city  secretary,  his  friend  C.  Gevaertius.  Rubens  conceived 
the  whole  decoration  which  surrounded  pictures  com- 
memorating historical  events,  praising  kings  and  the  new 
governor  with  politically  loaded  allegories.  Rubens  himself 
painted  some  of  the  panels:  others  were  painted  by  Theodoor 
van  Thulden  ( 1616-1669),  one  of  his  pupils  who  etched  all 
the  plates  (No.  12)  for  a  commemorative  album,  the  'Pompa 
[ntroitus  Ferdinandi'.  the  text  of  which  was  written  by 
Gevaertius,  and  which  appeared  in  1641  after  Rubens' 
death.  These  plates  give  a  good  example  of  Rubens'  official 
art  and  one  wonders  if  other  prints  of  his  had  a  political 
significance.  This  is  suggested  by  the  following  fragment  of 
the  already  cited  letter  to  Pieter  van  Veen  concerning  the 
privileges  he  wanted  him  to  get  for  him  in  Holland:  'As  to  the 


1 1.  Christoffel  Jegher  after  Rubens. 
Portrait  of  a  Man  (Doge  Cornaro?). 
chiaroscuro  woodcut  (definite  state). 

subjects,  no  difficulties  will  rise,  because  they  have  nothing 
to  do  with  the  state  in  any  way,  and  they  are  without 
ambiguity  nor  mystic  sense'.22 

The  study  of  historical,  mythological  and  allegorical 
prints  might  reveal  if  his  choice  of  themes  and  the  way  they 
were  represented  was  determined  by  political  factors.  The 
spreading  of  prints  with  political  content  was  a  means  of 
propaganda.  In  the  case  of  portraits.  Archdukes  especially 
and  of  other  officials',  these  prints  -  some  of  them  showing 
praising  allegories  -  did  indeed  serve  to  heighten  the 
popularity  of  these  rulers  and  politicians.  This  is  maybe 
linked  to  the  question  of  how  much  a  court  painter  was 
independent  from  his  masters. 

Turning  to  the  prints  with  religious  subjects,  the  view 
might  be  held  that,  next  to  their  already  discussed  role  of 
spreading  the  cognisance  of  Rubens'  oettvre.  they  fit  into  the 
religious  propaganda  of  the  Counter  Reformation. 

Rubens'  art  itself  responded  to  the  aim  of  the  clergy  to  1 
illustrate  the  religious  doctrine  by  inspired  works  of  art  and  | 
make  the  churches  an  echo  of  heavenly  paradise'.2'  'The 
order  of  the  day  was  now  to  brighten  up  the  gloom  of  | 
militant  Catholicism,  to  enlist  the  sense  in  the  propagation  of 
faith,  to  make  the  forms  of  divine  service  more  pleasing  and 
to  turn  the  church  into  a  resplendent  and  attractive  centre 
for  the  whole  community.'24  The  prints  certainly  contri- 
buted to  that  aim,  because  thanks  to  their  great  number,  the 
images  which  hung,  as  single  copies,  in  churches,  were 
spread  among  a  large  public.  It  is  also  worth  pointing  out  the 
large  number  of  prints  with  religious  themes.  They  form  the 
greatest  part  of  Rubens'  graphic  production,  especially  the 
subjects  from  the  New  Testament,  with  the  Holy  Virgin  and 
the  saints,  all  of  them  readily  intelligible.  A.  Hauser  pointed 
out  that  the  Caracci  transform  the  difficult,  involved 
symbolism  of  the  mannerists  into  that  simple  and  solid 
allegorical  style  which  is  the  origin  of  the  whole  develop- 
ment of  the  modern  devotional  image  with  its  hackneyed 
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symbols  and  formulae,  the  cross,  the  halo,  the  lily,  the  skull, 
the  affectedly  pious  look,  the  ecstasies  of  love  and  suffer- 
ing'.25 This  happened  in  the  Netherlands  too,  especially  in 
prints.  When  we  compare  them  to  the  production  of  the 
sixteenth  century,  they  are  no  doubt  more  accessible  to  a 
wider  public.  Moreover  these  prints  respond  to  the  higher 
degree  of  piety,  characteristic  to  the  seventeenth  century. 26 
In  this  respect  it  might  be  interesting  to  compare  systemati- 
cally pictures  and  prints,  to  see  if,  as  Burckhardt  established 
for  the  Holy  Virgin  with  Ike  Parrot,  prints  were  simplified.27 
In  these  prints  we  do  not  find  difficult  allegories  and  symbols 
as  is  the  case  in  the  Rubens  frontispieces  of  books,  partly 
because  they  were  intended  for  intellectuals  with  a  classic- 
humanistic  background. 

In  conclusion,  it  can  be  posited,  that,  though  they  now 
seem  to  be  neglec  ted  because  of  their  lack  of  originality,  the 
Rubens  prints2"  played  an  important  part  in  the  past:  art 
historically  they  were  a  product  of  Rubens'  new  conception 
of  their  reproductive  (copper  engravings)  and  expressive 


12.  Theodoor  van  Thuldkn. 

Plate  from  the  'Pompa  Introitus  Ferdinandi'.  etching. 


(woodcuts)  role,  out  of  which  resulted  a  renewal  of  style  and 
technique.  Culturally,  these  prints  were  a  means  of  spread- 
ing the  cognisance  of  Rubens'  art;  politically  and  religiously 
they  were  a  means  of  propaganda.  Rubens'  enterprise  in  this 
field  brought  about  a  significant  development  in  the  history 
of  the  multiplied  image,  as  being  the  pre-eminent  means  of 
communication,  from  the  earliest  Chinese  woodblock  up  to 
the  colour  television  of  today. 
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ANTWERP,  AUGUST  1577 
the  'Spanish  Fury1  and  the  Liberation  of  the  Citadel: 
a  series  of  bronze  plaquettes  after  Martin  de  Vos 

Charles  Avery 


Recent  studies  have  established  that  it  was  normal  for  sculptors  working  stone,  wood  and  metal  in  relief  during 
the  sixteenth  and  seventeenth  centuries,  especially  in  the  Netherlands  and  Germany,  to  derive  their  compositions 
from  engravings.1  The  latter  were  the  vehicle  by  which  the  most  advanced  designs  of  major  contemporary  artists  i 
-  particularly  the  famous  Italians  -  were  promptly  disseminated  all  over  Europe.  Engravings  could  be  purchased  ( 
inexpensively  as  loose  sheets  or  bound  into  picture  books.  They  were  popular  with  laymen  for  their  informative  or 
decorative  value,  while  they  were  eagerly  seized  on  by  artists  and  craftsmen  in  every  medium  for  aesthetic 
suggestions  and  stylistic  innovations.  Even  so,  they  were  normally  employed  with  considerable  selectivity  and 
ingenuity  in  adapting  motifs  to  new  ends. 
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i.  F.  Hogenberg.  Bird's-eye  view  of  Antwerp,  at  the  moment  of  the  Spanish  Fury.  4  Soxrmber  1576.  from  M.  Aitzinger.  De  Leone  Belgico'.  Antwerp. 


It  is  unusual  therefore  to  discover  that  a 
whole  series  of  bronze  plaques  is  literally 
derived  from  a  set  of  identical  engravings. 
Equally  unusual,  though  it  serves  to  explain 
the  phenomenon,  is  the  fact  that  both  series 
depict  with  journalistic  accuracy  an  impor- 
j  tant.    contemporary    historical    event:  the 
;  Liberation  of  Antwerp'  by  the  Estates  General 
|  in  August  i  S77.2  The  original  designs  were 
j  made  by  the  celebrated  Mannerist  painter 
Martin  de  Vos  (1532-1603)  who  had  enjoyed 
a  near-monopoly  of  such  work  in  Antwerp 
since  his  return  from  studying  art  in  Italy  and 
enrolment  in  the  local  Guild  of  Painters  in 
[558. 1  lis  initial  training  in  the  Italianate  style 
of  I  rans  Floris  had  enabled  him  to  master 
contemporary  developments  in  Florence  and 
Venice:  his  characteristically  flemish  Hair  for 
1  detail  was  grafted  on  to  the  compositional 
fluency  and  dramatic  sense  of  Tintoretto.  Apart 
from  painting  main1  altarpieces,  de  Vos  sup- 
plied designs  to  the  famous  publisher  Plantin 
for  book  illustrations,  as  well  as  to  the  several 
print-sellers  who  flourished  in  the  wealthy 
bourgeois  community  of  Antwerp. 

The  set  of  seven  roundels  in  ornamental 
rectangular  frames  showing  the  'Liberation  of 
Antwerp',  together  with  an  elaborate  frontis- 
piece including  portrait-busts  of  the  three 
protagonists  (No.  9).  was  engraved  by  the 
Wierix  brothers  in  is 77  and  published  by 
Pierre  Baltens  a  year  or  so  later. 1 

While  de  Vos  imposed  a  courtly  elegance  on 
the  scenes  in  close-up  showing  negotiations 
between  leaders  of  the  various  factions,  he 
showed  himself  a  master  of  dramatic  narrative 
where  necessary,  resorting  to  an  artificial 
bird's-eye  view  with  its  perspective  distorted  to 
spread  the  middle  and  rear  grounds  up  the  full 
height  of  the  field.  Individual  figures,  and 
indeed  whole  focal  groups,  are  cleverly  related 
to  the  circular  frames  to  create  satisfactory 
compositions,  while  in  some  scenes  a  feeling  of 
immediacy  is  conveyed  by  cutting  off  partici- 
pants in  the  foreground  with  the  frame,  as 
though  one  were  looking  at  them  through  a 
port-hole  or  telescope. 

The  elaborate  series  of  engravings  was  no 
doubt  published  out  of  commercial  expediency 
catering  to  the  patriotic  fervour  of  the  moment. 
While  this  was  perfectly  normal,  the  appear- 
ance of  corresponding  plaquettes  in  metal  was 
not:4  far  more  costly  techniques  were  involved 
in  preparing  wax  models  and  moulds  for  cast- 
ing. Perhaps  one  or  more  sets  in  precious  metal 
or  in  bronze  were  specially  ordered  by  civic 
heroes  involved,  Baron  de  Liedekerke. 
Governor  of  Antwerp,  or  Guillaume  de  Roeck. 
Receiver  General  of  the  Royal  Estates  of 
Brabant,  or  indeed  William  the  Silent.  Prince  of 
Orange,  who  arrived  in  the  city  soon  after- 
wards. No  such  sets  survive,  but  that  is  not 
surprising  in  view  of  the  wholesale  destruction 
of  works  of  art,  old  and  new,  during  the  Wars  of 
Religion  in  the  Netherlands:  especially  vulner- 
able were  works  with  an  overtly  political  and 
propagandist  message  such  as  these  pla- 
quettes, which  emanated  from  the  opposition 
to  the  regent  of  Spain,  Don  John  of  Austria, 


who  had  been  sent  by  King  Philip  n  to  pacify 
and  discipline  the  country. 

We  have  no  evidence  that  the  metallic 
versions  were  produced  immediately,  but  a 
probable  terminus  ante  quern  is  provided  by  the 
dale  of  [596  that  appears  on  a  double-sided 
cast  of  the  first  two  episodes  in  the  Louvre  (No. 
1  1  1.  While  the  engravings  could  have  been 
used  by  a  sculptor  at  any  time  during  this 
twenty-year  span,  and  in  any  location  with  a 
'nationalist'  bias,  it  is  reasonable  to  assume 
that  the  translation  of  the  designs  into  relief 
took  place  in  Antwerp  and  soon  after  the  actual 
events,  when  the  demand  would  have  been 
greatest.  No  complete,  uniform  series  seems  to 
survive  and  no  collection  possesses  all  seven  of 
de  \  os's  designs.  Indeed  the  sixth  episode.  De 
Bours  handing  over  the  keys  of  the  citadel  to  De 
liedekerke,  is  not  at  present  known  as  a  relief, 
though  it  probably  formed  part  of  the  set.  The 
other  six  scenes  exist  in  various  permutations 
in  museums  and  private  collections,  mostly  in 
lead  or  pewter,  but  occasionally  in  bronze,  and 
sometimes  gilded.  Many  are  pierced  for  hang- 
ing as  wall  decorations,  but  the  plaques  might 
also  have  been  inserted  into  elaborate  pieces  of 
furniture. 

The  longest  'run'  of  bronze  casts  to  have 
appeared  together  was  purchased  in  1975  by 
the  Victoria  and  Albert  Museum  from  the 
London  art  markets  These  are  of  good  quality 
and  have  excellent  definition  in  the  details: 
even  so,  they  may  be  after-casts  of  yet  more 
highly  finished  originals.  This  set  comprises 
five  of  the  designs  after  de  Vos  and,  un- 
expectedly, an  extra  roundel,  uniform  in  dia- 
meter, facture.  framing  and,  broadly  speaking, 
in  style  as  well.  This  shows  the  historical 
episode  of  5-6  November  1 576  known  as  the 
'Spanish  Fury',  which  was  a  bloody  prelude  to 
the  events  of  the  following  August.  It  does  not 
feature  in  the  Wierix  series  of  engravings  and 
no  direct  prototype  has  been  discovered, 
though  the  main  elements  -  the  Town  Hall  in 
flames,  the  soldiery  fighting  over  the  square  in 
front,  and  the  allegorical  figure  in  the  fore- 
ground representing  the  City  of  Antwerp  - 
seem  to  reflect  other,  separate  engravings.  So 
complex  are  the  historical  circumstances  and 
so  detailed  is  the  narrative  in  the  plaquettes, 
that  it  will  prove  most  comprehensible  to 
discuss  them  one  by  one,  in  the  chronological 
order  of  events  depicted. 

HISTORICAL  BACKGROUND 

The  troubled  history  of  the  Netherlands  during 
the  Wars  of  Religion  in  the  latter  half  of  the 
sixteenth  century  is  notoriously  complicated  to 
understand,  because  the  issue  was  not  a  clear 
one  of  religion  -  Catholicism  versus  Calvinism 
-  but  also  of  loyalty  to  the  legitimate  but 
oppressive  regime  of  the  Spanish  crown,  as 
opposed  to  the  emerging  concept  of  a  Nether- 
landish national  identity. h  There  were  many 
conflicts  of  loyalty  inherent  in  the  situation, 
and  individuals  steering  their  way  by  the  light 
of  their  consciences,  or  of  expediency,  fre- 
quently appeared  to  change  sides.  The  sub- 


sequent division  of  the  Low  Countries  into  the 
Protestant  United  Provinces  in  the  north  and 
the  Catholic  Spanish  Netherlands  in  the  south, 
ultimately  reflected  in  the  formation  of  the 
separate,  modern  nations  of  the  Netherlands 
('Holland')  and  Belgium,  has  given  rise  to 
interpretations  of  events  and  individuals'  be- 
haviour in  the  sixteenth  century  that  are 
completely  at  variance  with  each  other,  de- 
pending on  the  nationality  of  the  author.  Even 
though  the  dynastic  claims  of  the  Hapsburg 
Holy  Roman  Emperors  to  the  Netherlands  were 
virtually  undisputed,  it  is  generally  agreed  that 
the  Spanish  were  the  villains  of  the  piece, 
because  of  the  habitual  severity  with  which 
successive  Regents  and  Governors  treated  their 
subjects. 

The  events  depicted  in  the  plaquettes  are 
redolent  of  all  the  worst  characteristics  of  the 
Troubles  in  the  Netherlands  and  constituted  a 
crisis  in  the  history  of  Antwerp,  a  city  whose 
mercantile  wealth  and  strategic  position  made 
it  a  prime  target  for  both  sides.  The  harshness  of 
successive  Regents  of  the  Netherlands  and 
their  agents,  including  most  recently  Cardinal 
Granvelle  and  the  notorious  Duke  of  Alva,  had 
finally  impelled  the  Protestant  and  Catholic- 
provinces  to  unite  under  the  Prince  of  Orange 
in  an  agreement  known  as  the  Pacification  of 
Ghent  ( 1  5  76 )  in  order  to  expel  the  Spanish  and 
their  mercenary  forces.  Events  thereafter  in 
Antwerp  are  fairly  well-defined,  and  reflected 
the  topographical  and  political  relationship 
between  the  citadel  (the  Steen),  a  fortress 
rendered  virtually  impregnable  by  military 
science,  and  the  town  itself,  which  was  as 
much  dominated  as  protected  by  this  strong- 
hold (No.  1 ).  It  was  pentagonal  in  plan,  with 
massive  bastions  at  the  angles,  to  permit  raking 
fire  along  the  walls,  and  was  further  protected 
by  a  wide  moat.  These  fortifications  ran  right 
round,  isolating  the  citadel  as  effectively  from 
the  town  as  from  the  neighbouring  countryside 
outside  the  city  walls.  The  Spanish  maintained 
a  garrison  permanently  in  the  Steen,  incurring 
the  justifiable  antipathy  of  the  citizens  of 
Antwerp,  and  this  was  the  cause  of  the  events 
recorded  in  the  plaquettes. 

THE    SPANISH  FURY' 
4-6  November  1  576 

The  Commander  of  the  Citadel,  Sancho  de 
Avila,  encouraged  by  Geronimo  de  Roda,  a 
Spanish  State  Councillor,  took  it  upon  himself 
to  'make  an  example'  of  the  rebellious  city, 
over-reacting  against  the  threat  to  Spanish 
supremacy  implied  by  the  Pacification  of 
Ghent.  On  4  November  he  launched  a  full-scale 
attack  upon  the  city,  easily  overcoming  the 
resistance  of  the  civic  militia,  who  had  manned 
the  barricades,  as  indicated  in  a  nearly  con- 
temporary bird's-eye  view  map  (No.  1 ).  More 
detailed  engravings  by  the  same  artist. 
Hogenberg.  used  to  illustrate  a  history  book  by 
Michel  Aitzinger  entitled  'De  Leone  Belgico' 
(1583),  show  the  successive  phases  of  the 
onslaught:  the  initial  Spanish  sally  out  of  the 
citadel  gates  (No.  2);  the  precipitate  flight  of  the 
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3.  F.  Hogenberg.  Citizens  of Antwerp  fleeing  by  way  oj  the  moat. 
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:itizens  by  way  of  the  moat  or  the  River  Scheldt 
No.  });  and  the  crucial  episode  of  the  burning 
)f the  Town  Hall  (No.  4),  chosen  by  the  sculptor 
if  the  unique  plaquette  in  the  Victoria  and 
Albert  Museum  for  its  symbolic  significance 
No.  5).  The  ensuing  murder,  rape  and  looting; 
followed  by  indiscriminate  torture  of  the  most 
•evolting  kinds  advocated  by  the  Inquisition, 
brm  the  subjects  of  two  further  engravings, 
vhich  amply  convey  the  horror  of  the  event, 
mown  ever  afterwards  as  the  'Spanish  Fury', 
estimates  of  the  number  of  victims  and  the 
lamage  to  property  vary  wildly,  though  the 
'  igures  of  two  thousand  five  hundred  dead  and 
>ne  hundred  houses  burned  down  may  be  no 
exaggeration.  However  grave  the  losses  of 
ndividuals  and  their  property,  it  was  evidently 
;  he  burning  of  the  magnificent  Town  Hall,  only 
'  -ecently  completed  (1561-1565)  to  the  de- 
;igns  of  Cornells  Floris.  and  the  focus  of  civic 
)ride,  which  caused  deepest  offence  to  the 
nhabitants."  Hogenberg's  engraving  is  a  dra- 
natic  masterpiece,  its  low  viewpoint  emphasis- 
ng  the  majestic  sweep  of  the  facade  and 
•ontrasting  it  with  the  minute  soldiers  and 
:itizens  skirmishing  in  the  foreground.  The 
lames  and  smoke  gush  from  the  roof-line, 
otally  filling  the  sky,  and  poignantly  framing 
;  he  inscription  'Das  Rhat  haus  in  Antorff. 

The  journalistic  accuracy  of  this  rendering 
was  retained  by  the  sculptor  who  modelled  the 
'  scene  in  wax.  as  a  preliminary  to  casting  the 
;  bronze  roundel  now  in  London;  but  the  sym- 
:  holism  of  the  burning  Town  Hall  was  height- 
j  ;ned  by  the  inclusion  in  the  foreground  of  a 
female  figure  wringing  her  hands  in  grief  and 
dentitied  by  the  coat-of-arms  nearby  as  an 
allegory  of  the  City  of  Antwerp.14  The  figure  is 
i  grossly  out  of  scale  with  the  rest  of  the  partici- 
;  oants  and  appears  to  hover  in  an  undefined 
©ace  in  front  of  them:  her  relationship  with  the 
[iny  soldier  raising  his  sword  and  looking  over 
!  his  shoulder  as  he  runs  to  the  right  is  partic- 
I  alarly  disturbing.  While  the  sculptor  renders 
the  warlike  activities  on  the  square  with  con- 
fiction,  his  reduction  in  scale  of  the  Town  Hall. 
1  and  his  decision  to  bring  the  flames  forward 
I  from  behind  the  roof-line  to  the  parapet  in 
i  front,  diminish  its  visual  importance  and, 
j  :orrespondingly.  the  psychological  impact  of 
I  his  whole  composition.  No  specific  engraved 
f  source  for  the  scene  has  been  identified  and  its 
j  infelicities  seem  to  preclude  an  ascription  of  the 
original  design  to  the  skilful  Martin  de  Vos. 
j  However,  there  exists  another  plaquette  with  a 
related  rendering  of  the  episode  that  is  con- 
sistent with  his  masterly  sense  of  spatial  com- 
position (No.  6).  Indeed  it  has  been  claimed  to 
I  have  a  specific  engraved  roundel  after  de  Vos 
j  as  a  source,  but  this  can  no  longer  be  found.'* 
The  plaquette  is  smaller  than  the  London 
version  and  the  uniform  series  showing  the 
Liberation  of  Antwerp,  being  only  11.5  cen- 
timetres in  diameter  as  compared  with  their 
j.  17.7  centimetres.  It  exists  in  bronze  in  the 
i  Bibliotheque  Royale  at  Brussels1 0  and  in  lead  in 
1  the  Vleeshuis  Museum  at  Antwerp. 11  It  is  more 
!  artistically  cohesive  than  the  London  plaquette 
I  owing  to  a  more  convincing  spatial  arrange- 


4.  F.  HOGENBERC. 

Antwerp  Town  Hall  burning  and  fighting  in  the  square. 


5.  Jacques  Jongheling  (?). 

Antwerp  Town  Hall  burning  in  the  Spanish  Fury. 

bronze. 

Victoria  and  Albert  Museum  (A.3S-197 5 ). 
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Far  right. 

8.  Martin  de  Vos. 
r  Self-Portrait. 
The  UJfizi  Gallery,  Florence. 


Right. 

6.  Anonymous. 
( .;  after  Martin  de  Vos). 
The  Spanish  Fury,  bronze. 
Bibliotheque  Royale,  Brussels. 

Below. 

~.  ASSUERUS  DE  LONDERZEEL, 

latter  P.  Van  der  Borchtl. 
Allegory  of  the  Spanish  Fury. 
engraving,  from  J.  B.  Houwaert. 
La  Plainte  de  Milenus  (Milenus  Clachte) 


ment:  the  foreground  is  occupied  at  the  right  by 
the  large,  dramatic  figures  of  a  Spanish  soldier  1 
about  to  stab  a  woman.  They  appear  to  be  on  a  J 
rise  in  the  ground,  which  sinks  away  diag- 1 
onally  to  the  left  to  the  level  of  the  square ,mnd 
ultimately  of  the  Town  Hall.  The  design  is  built 
upon  a  number  of  diagonals,  both  on  the 
surface  and  in  the  implied  depths  of  the  scene, 
unlike  the  London  composition,  which  is  ap- 
proximately symmetrical.  Nevertheless  the 
reduction  in  size  and  placing  of  the  Town  Hall 
off-centre  lessen  its  visual  and  psychological 
impact.  Indeed,  to  a  modern  beholder  (though 
probably  not  to  a  contemporary! )  the  scene  is 
far  less  readily  identifiable.  The  deliberate 
clarity  of  narration  and  the  admission  of  the 
identifying,  allegorical  figure  in  the  London 
composition  seem  to  constitute  a  critique  of 
the  smaller,  more  intricate  design.  The  re- 
lationship between  the  designs  is  further  com- 
plicated by  the  intervention  of  a  third  artistic 
party  in  the  person  of  the  sculptor  who  rend- 
ered the  graphic  schemes  into  low  relief  suit- 
able for  casting  in  metal.  Whether  or  not  there 
were  engraved  sources  by  different  artists  for 
the  two  variants,  the  style  and  handling  of  the 
bronze  versions  are  remarkably  alike.  Not  only 
are  the  tightly-bound,  classical  wreaths  (punc- 
tuated at  the  cardinal  points  by  H-shapes  in 
strapwork )  that  form  the  frame  similar;  but  the 
treatment  of  tiny  figures  in  action,  the  slightly 
inaccurate  foreshortening  of  the  facades  of 
houses  to  each  side  of  the  square,  and  the 
rendering  of  flames  and  smoke  in  the  sky 
bespeak  the  same  imagination  and  the  same 
hand  working  in  the  wax. 

The  woman  representing  the  city  of 
Antwerp  in  the  London  plaquette  is  close  in 
feeling  to  one  who  is  the  focus  of  attention  in  an 
allegorical  engraving  from  a  contemporary 
history  book  (No.  7). 12  There,  she  has  had  her 
heart  plucked  out  and  it  is  being  eaten  by  a 
Spanish  soldier  to  the  right,  while  she  is 
threatened  with  a  sword  and  chains  by  another 
to  the  left.  Her  head  is  framed  by  flames 
bursting  dramatically  from  the  central  frontis- 
piece of  Floris's  Town  Hall,  which  appears 
directly  above  her  head,  owing  to  a  low  view- 
point. Because  of  the  uncertainty  about  the 
date  of  the  bronze,  it  is  hard  to  say  whether  this 
effective  allegory  of  the  Sack  of  Antwerp  is 
derived  from  the  engraving  ( which  is  probable) 
or  vice  versa. 


THE  EVENTS  OF  1577 

At  the  very  moment  of  the  Spanish  Fury  in 
Antwerp  the  newly  appointed  Regent  of  the 
Netherlands.  Don  John  of  Austria,  reached 
Luxembourg,  on  his  way  to  take  control  of  the 
Low  Countries  on  behalf  of  King  Philip  11.  So 
high  were  feelings  running  among  the  native 
population  and  their  leaders  on  the  Estates 
General,  that  Don  John  was  forced  to  bow  to 
the  terms  of  the  Pacification  of  Ghent  before  he 
was  accepted.  He  was  short  of  funds  with 
which  to  manipulate  the  various  mercenary 
forces  and  could  exercise  little  authority.  After 
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the  traumatic  experience  of  the  Spanish  Fury, 
the  Flemish  were  able  to  insist  that  the  troops 
should  evacuate  the  Citadel  (20  March  1577) 
and  leave  the  country.  Don  John  made  his 
official  entry  into  Brussels  on  18  May  1577. 
but  retired  thereafter  to  Malines  ( 1 1  June)  and 
ultimately  to  the  security  of  the  castle  of 
Namur.  which  he  occupied  with  his  personal 
retinue  by  a  ruse  (24  July).  Meanwhile  the 
Estates  General  had  instructed  Philip  de  Croy, 
Duke  of  Aerschot  (1521-1595)10  occupy  the 
Citadel  in  Antwerp  with  native  Walloon  troops 
(20  March  1577):  this  was  intended  to  secure 
the  city  from  being  further  molested  by  the 
garrison.  However.  Aerschot  was  not  a  dedi- 
cated nationalist  and  still  felt  a  residual  loyalty 
to  the  Spanish  regime  represented  by  Don  John. 
The  latter  was  of  course  determined  to  recover 
the  Citadel  as  soon  as  possible  and  made  secret 
overtures  to  one  of  Aerschot's  lieutenants, 
Louis  de  Blois.  Seigneur  de  Treslong.  who, 
though  in  the  service  of  the  Estates,  was  a 
royalist  at  heart.  Don  John  continued  nego- 
tiations during  June  and  July,  hoping  to  re- 
inforce his  faction  inside  the  Citadel  with  the 
three  companies  of  German  mercenaries  under 
Colonels  Fugger,  Polsweiler  and  Freundsberg, 
who.  though  they  had  participated  in  the  sack 
of  Antwerp,  had  refused  to  move  off  until  they 
were  given  their  arrears  of  pay.  Don  John 
further  offered  to  Baron  de  Liedekerke, 
Governor  of  Antwerp,  a  regiment  of  horse  for 
the  better  protection'  of  the  city.  Liederkerke, 
who  belonged  to  the  nationalist  party  of  the 
Prince  of  Orange,  wisely  declined,  already 
knowing  of  the  Spanish  plot:  for  Pontus  de 
Noyelles.  Lord  of  Bours,  another  captain  of  the 
Walloon  troops  in  the  Citadel,  had  intercepted 
illicit  correspondence  between  Treslong  and 
the  Regent,  and  had  informed  Liedekerke. 


9.  J.  WlERIX. 

(after  Martin  de  Vos). 
Liedekerke.  Roeck,  Bours  with 
coats  of  arms  and  trophies, 
engraved  frontispiece  to  the  series  of 
roundels  Patria  Libertati  Restitute. 
published  by  P.  Baltens  in  1579. 


THE  PACT  BETWEEN  BOURS, 
LIEDEKERKE  AND  ROECK 

The  'nationalists'  were  now  in  a  position  to  take 
action:  Liedekerke  and  Willem  de  Roeck,  Receiver 
General  of  the  Royal  Estates  in  Brabant,  met  Bours 
and  concerted  their  plans.  The  German  mercenaries 
were  to  be  bought  off  with  funds  specifically  raised 
from  the  merchants  of  the  city  and  Treslong  would 
be  ejected  from  the  Citadel.  Martin  de  Vos  chose 
to  begin  his  series  of  designs  with  this  episode 
(No.  10).  showing  the  two  principals  Liedekerke 
and  Bours  symbolically  clasping  hands  in  the 
foreground,  while  the  less  important  Roeck  stands 
behind  pointing  upwards  to  a  heavenly  vision. 
From  the  strapwork  frame  hang  shackles,  while 
below  is  a  pretence  tablet  inscribed  with  a  rhyming 
account  of  the  episode,  in  French  and  Dutch. 1 3  All 
the  main  figures  are  clearly  identified  by  a  name 
engraved  nearby:  in  the  roundel.  Faith  stands  at  the 
left  in  a  jaunty  contrapposto  and  clad  in  light 
drapery  which  flutters  round  her  body,  parting 
to  reveai  a  well-turned  leg.  Opposite  her.  pointing 
heavenwards  like  Roeck,  stands  Charity,  with  her 
normal  babe-in-arms  and  two  infants  at  her  feet. 
In  the  surround  above.  Tribulation  sits  mournfully 
at  the  left,  a  sword  piercing  her  heart,  and  a  wolf 
devouring  a  helpless  child  at  her  feet:  while  to  the 
right  sits  Piety  embracing  a  stork,  to  which  another 
flies  with  a  worm  or  snake  in  its  beak. 

The  metal  plaque  (No.  1 1 )  follows  the  engraving 
very  closely,  though  it  omits  the  written 
identifications  of  the  figures,  in  common  with  all 
the  others  of  the  series.  Probably  in  order  to 
heighten  the  effect  of  recession,  the  sculptor  has 
introduced  a  tiled  floor,  providing  orthogonals  and 
cross  lines,  on  which  to  'stand'  his  figures  and 
quantify  their  relationship  in  the  pictorial  space. 
The  tiles  are  decorated  alternately  with  an  incised 
square,  or  an  oval  with  its  long  axis  set  diagonally 
from  corner  to  corner.14  An  example  in  the  Louvre 
is  dated  1 596  on  the  soffit  of  the  ceiling,  and  has  the 
second  episode  cast  on  the  reverse. 


IO.  J.  WlERIX 

( after  de  Vos). 

The  pact  between  Bours.  Liedekerke. 
and  Roeck.  1  August  1577.  engraving. 
Rijksmuseum.  Amsterdam. 


11.  Jacques  Jongheling  (?). 
The  pact  between  Bours.  Liedekerke. 
and  Roeck.  dated  1 596.  pewter. 
Louvre  (OA.549I  Don  Sauvageot.  1856. 


Antwerp,  august  i  57 '7  A  series  of bronze  plaquettes 


BOURS  DRIVES  MERVILLE  AND  TRESLONG 
OUT  OF  THE  CITADEL  ( 1  AUGUST  1  577) 

I  While  Treslong's  company  of  Walloons,  commanded 
by  Jacques  de  Merville,  was  on  guard  duty  at  the 
gate  of  the  Citadel.  Bours  harangued  the  other  three 
companies  and  persuaded  them  to  give  their  loyalty 
to  the  Estates  and  to  attack  their  compatriots 
from  behind.  The  fourth  company  was  taken  by 
surprise  and  driven  in  confusion  from  the  Citadel 
into  the  town,  whence  they  rapidly  dispersed, 
with  a  loss  of  some  twenty  lives.  The  drama  of 
this  event  inspired  de  Vos  to  produce  a  dynamic 
composition,  rilling  the  round  field  with  zig-zag 
lines  provided  by  the  architecture  of  the  Citadel 
and  its  approaches  (No.  12).  The  contrast  with 
Hogenberg's  impoverished  and  symmetrical  render- 
ing of  the  scene  demonstrates  de  Vos's  superiority. 1  s 

The  sculptor's  facility  in  rendering  the  actions 
of  tiny  figures  in  the  distance  recalls  the  technique 
of  a  medallist.  One  'improvement'  is  made,  in  the 
disposition  of  the  standard  that  is  being  borne 
across  the  bridge:  its  pole  points  forward  instead  of 
leaning  backwards,  and  this  adds  significantly  to 
the  sense  of  directional  movement  in  the  crush  of 
soldiers  on  the  bridge.  It  should  be  noted  that  this 
plaque  is  the  only  one  of  the  series  with  a  different 
border,  a  guilloche  pattern  and  not  the  usual  wreath. 
It  is  also  the  most  popular,  judging  from  the  number 
of  surviving  casts:  the  statistics  may  however 
have  been  falsified  by  later  reproduction, 
and  in  any  case  are  too  haphazard  to  be 
relied  upon."'  Perhaps  this  scene  was 
the  first  to  be  rendered  in  relief,  as 
a  trial,  and  the  rest,  with  their 
uniform  borders,  were 
produced  later  to 
complete  a  set. 
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12.  J.  Wier ix  (after  de  Vos). 

Bours  drives  Merville  and  Treslong  out  of  the  Citadel, 
1  August  1577.  engraving.  Rijksmuseum, 
Amsterdam. 

Below. 

13.  Jacques  Jongheling  (?). 

Bours  drives  Merville  and  Treslong  out  of  the  Citadel. 
bronze.  Victoria  and  Albert  Museum  (a. 34-1 975). 
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THE  OATH  OF  THE  VICTORS 
(2  AUGUST  1  577) 

le  following  day  Roeck  and  Liedekerke  met  Bours. 
Treslong's  papers  were  examined  and  ample 
evidence  of  Don  John's  plot  to  take  over  the  Citadel 
was  discovered.  Bours,  on  behalf  of  the  remainder  of 
the  garrison,  swore  loyalty  to  the  native  land,  the 
States  General  and  the  King,  even  though  Don  John 
was  the  legal  Regent.  Such  was  the  conflict  of 
loyalties  while  Spain  was  still  generally  acknowledged 
as  ruler  of  the  Netherlands. 

De  Vos  chose  to  depict  the  moment  when  Bours 
was  being  sworn  in  by  Roeck  and  the  three 
principals  are  as  usual  labelled  clearly,  to  distinguish 
them  from  the  crowd  of  soldiery  behind  ( No.  [4). 

The  scene  is  set  within  the  citadel,  framed  by  two 
buildings  and  with  the  parade-ground  and  barracks 
in  the  distance.  A  rectangular  depression  in  the 
centre,  emphasised  in  the  metallic  rendering,  is 
probably  the  erstwhile  site  of  the  bronze  statue  of 
the  Duke  of  Alva  by  |ohgheling.  which  had  been  the 
focus  of  local  hostility  towards  that  particularly 
brutal  Regent.  It  had  been  taken  down  in  June 
1  574  in  deference  to  public  opinion  in  Antwerp, 
but  stored  secretly  in  a  redoubt  in  one  of  the 
bastions.  It  was  discovered  soon  after  20  August 
1577  and  hammered  to  pieces  by  a  hostile  mob 
of  citizenry.  The  fate  of  the  bronze  fragments  is 
uncertain,  some  contemporaries  relating  that  it 
w  as  melted  down  and  cast  into  cannons,  others 
preferring  bells,  and  yet  others  a  later 
statue  of  Christ.1"  It  is  perhaps 
not  out  of  the  question  that  some 
of  the  metal  might  have  been 
re-used  for  producing  bronze 
originals  of  the  present 
series  of  plaquettes. 


14.  I .  Wikrix  (after  de  Vos). 

Tin-  Oath  oj  the  Victors.  2  August  1577. 

engraving. 

Rijksmuseum,  Amsterdam. 

[5.  J.  JONGHELING  I?). 

The  Oath  0)  the  Victors,  bronze. 

Victoria  and  Albert  Museum  (a.  5  5  -1 975). 
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THE  CONFERENCE  BETWEEN 
REPRESENTATIVES  OF 
THE  GERMAN  MERCENARIES  AND  ROECK, 
BOURS  AND  LIEDEKERKE 
(2  AUGUST  1  577) 

Once  the  loyalty  of  the  Walloon  troops  in  the 
Citadel  had  been  secured,  the  next  problem  was 
to  dispose  of  the  three  companies  of  German 
mercenaries  commanded  by  Colonels  l  ugger. 
Polsw  eiler  and  Freundsberg,  who  were  in  the 
serv  ice  of  the  Spanish.  They  w  ere  in  camp  outside 
the  citadel  and  had  not  been  paid.  A  sum  of  tw  enty 
thousand  tlorins  had  been  raised  by  the  Antwerp 
merchants  on  behalf  of  the  States  General,  with  a 
view  to  paying  them  oil.  The  German  colonels 
paraded  their  troops  on  the  Meerbrugghe  and  held 
i  council  of  n  ar,  later  barricading  themselves  in 
:he  dockland  near  the  Hanseatic  warehouse 
lOosterhuys).  Delegates  were  appointed  to  negotiate 
with  the  Netherlanders  and  threat  and  counter- 
threat  ensued.  Meanwhile,  the  civic  militia  were 
preparing  to  attack  the  Cermans. 

Martin  de  Vos  shows  the  delegates  of  the 
opposing  parties  confronting  one  another  in  the 
no-man's  land'  between  the  Citadel  and  the  tow  n 
!  No.  i  d  I.  The  sculptor  seems  to  have  experienced 
sonic  difficulty  in  translating  this  design  into  relief 
(No.  i  7):  in  particular,  the  view  of  the  Citadel  is 
poorly  projected  in  perspective,  owing  to  a 
misunderstanding  of  the  conformation  of  the 
bastion  at  the  left,  which  is  perfectly 
nearly  indicated  in  the  print,  and 
to  the  inconsistent  bird's-eye 
view  adopted  in  the 


id.  I .  H  1 1  k  l  x  latter  de  Vos  I. 
The  Conference  between  German  mercenaries  and 
Roeck,  Bours  and  Liedekerke.  2  August  1577. 
engraving.  Rijksmuseum.  Amsterdam. 

17.  J.  JONGHELING  (?). 

The  Conference  between  German  mercenaries  and 
Roeck.  Bours  and  l.iedekerke.  2  August  1577. 
Victoria  and  Albert  Museum  (a. 36-1 975). 
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Below. 

ig.  J.  JONGHELING  (?). 

How  the  Germans  left  Antwerp.  2  August  1577 
Rijksmuseum.  Amsterdam. 


lead. 


20.  J.  WiERix  (after  de  Vos). 
Bours  handing  over  the  keys  of  the  Citadel 
to  Liedekerke.  29  August  1577.  engraving. 
Rijksmuseum.  Amsterdam. 


21.  J.  Wierix  (after  de  Vos). 
The  demolition  of  the  walls  of  the  Citadel  facing 
the  town.  2  ?  August  157  7  •  engraving. 
Rijksmuseum.  Amsterdam. 


22.  J.  JONGHELING  (?). 

The  demolition  of  the  walls  of  the  Citadel 
facing  the  town.  2 3  August  1577.  bronze. 
Victoria  and  Albert  Museum  (a. 37-1975,). 
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HOW  THE  GERMANS  LEFT  ANTWERP 
(2  AUGUST  1577) 

In  the  evening,  the  issue  was  decided,  as  four  ships 
of  the  Sea-beggars',  loyal  to  the  Princ  e  of  Orange, 
sailed  up  the  River  Scheldt  and  opened  tire  on  the 
German  mercenaries  from  behind.  They  were  thus 
outflanked  and  abandoned  their  barricades,  fleeing 
out  of  the  town  in  all  directions,  hotly  pursued  by 
Liedekerke's  civic  militia.  In  the  event,  no  payment 
had  to  be  made  and  Antwerp  was  truly  liberated. 
The  engraving  ( No.  1 8 )  shows  the  scene  of 
confusion  from  the  city-side  of  the  makeshift 
barricade  of  bales  and  barrels,  with  the  German 
mercenaries  abandoning  their  positions  in  panic.  In 
the  middle-ground  at  the  left  is  the  Hanseatic 
warehouse,  while  in  the  distance  behind  can  be 
seen  the  ships  which  decided  the  outcome.  The 
metal  plaque  (No.  19)  conforms  closely  to  the 
engraved  design. 

BOURS  HANDING  OVER  THE  KEYS 
OF  THE  CITADEL  TO  LIEDEKERKE 
(20  AUGUST  1577) 

The  Sea-Beggars'  were  feted  by  the  citizens  and  on 
4  August  the  Citadel  was  officially  occupied  by  the 
civic  guards  of  Arquebusiers  and  Crossbowmen, 
and  thrown  open  to  all-comers.17  After  some  days 
of  deliberations,  on  19  August,  permission  was 
granted  by  the  Estates  General  to  demolish  the 
internal  walls  of  the  citadel  that  had  divided  it  so 
effectively  -  and  so  disastrously  -  from  the  town. 
Bours  handed  over  the  keys  formally  to  Liedekerke 
on  20  August.  From  23  August  every  able-bodied 
man  and  woman  and  child  in  the  city  joyfully 
assisted  night  and  day  with  the  work  of  demolition. 
It  was  on  this  occasion  that  Jongheling's  statue  of 
the  Duke  of  Alva  was  discovered  and  destroyed  by 
the  excited  mob.  A  simplified  version  of  these  events 
is  shown  in  the  engraving  after  de  Vos  (No.  20),  but 
no  metallic  rendering  is  at  present  known.18 

THE  DEMOLITION  OF  THE  WALLS 
OF  THE  CITADEL  FACING  THE  TOWN 
(23  AUGUST1  5  77) 

The  final  engraving  of  the  series  and  the 
corresponding  plaquette  (Nos.  21  and  22)  show  the 
demolition  virtually  complete  and  the  corps  of 
volunteers  marching  back  into  the  city,  led  by  a 
drummer,  with  their  picks  and  shovels  on  their 
shoulders  and  baskets  in  their  hands.  A  causeway 
was  made  leading  up  to  one  of  the  bastions  and  by 
17/18  September  the  Prince  of  Orange  was  able  to 
make  his  triumphal  entry  into  the  citadel  by  this 
new  route.  The  Virtues  of  Diligence  (left)  with  a 
switch,  spurs  and  a  beehive  and  Liberty  (right), 
holding  a  large  key  in  one  hand  and  releasing  a  bird 
with  the  other,  together  with  opened  bird  cages 
hanging  below,  complete  the  imagery  in  the 
engraving. 


AUTHORSHIP  OF  THE  PLAOUETTES 

None  of  the  plaquettes  so  far  discovered  bears  a 
signature  or  any  other  clue  as  to  the  identity  of 
the  sculptor  who  raised  into  the  third  dimension 
the  images  engraved  by  the  Wierix  brothers. 
The  reliefs  adhere  so  closely  to  the  com- 
positions and  details  of  Martin  de  Vos'  designs 
that  there  is  little  scope  for  recognising  an 
individual  style.  It  has  been  remarked  that  the 
most  likely  candidate  would  be  an  experienced 
medallist.  Jacques  Jongheling  (15  30-1606) 
was  the  most  celebrated  native  sculptor  in 
bronze  and  medallist  of  the  period. 19  The  details 
of  his  training  in  the  Netherlands  are  obscure 
but  he  worked  in  the  studio  of  Leone  Leoni  in 
Milan  in  1552. 

He  was  active  in  Antwerp  after  1555  and 
would  have  had  ample  opportunity  to  learn  his 
art  not  only  from  Leoni  but  also  the  other 
important  Italian  medallists  who  were  invited 
to  serve  the  court  of  Charles  v  and  Philip  11  in 
Brussels,  Gian  Paolo  Poggini  (1555-1559) 
and  Jacopo  da  Trezzo  (1 556-1 559). 20  He  was 
engraver  of  the  seals  of  the  King  of  Spain  and  in 
1572  was  appointed  Warden  of  the  Mint  of 
Antwerp.  Much  of  his  work  was  inevitably  for 
the  Spanish  regime,  and  in  particular  for  the 
hated  Duke  of  Alva,  whose  monumental  statue 
he  produced  for  the  Citadel  in  15  71. 21  The 
large  and  elaborate  plaquettes  must  have  been 
produced  in  a  major  centre  for  metal-founding, 
and  the  Mint  of  Antwerp,  of  which  Jongheling 
was  officially  head  for  the  whole  of  the  period, 
seems  the  most  likely  location.  While  his 
religious  convictions  and  professional  con- 
nections might  have  made  him  an  unwilling 
executant  of  these  anti-Spanish  subjects,  one 
may  surmise  that  he  might  have  been  forced  to 
undertake  the  task  as  a  penance  and  in  order  to 
regain  the  good-will  of  his  fellow  citizens  and  to 
secure  his  appointment  as  Warden  of  the 
Mint.22 
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Guido  di  Savino  and  other 
Antwerp  potters  of  the  sixteenth  century 

Herbert-Jan  Hymersma 


'In  Flanders  quarried  clay  -  terra  di  cava  -  is  used.  I  mean  at  Antwerp,  where  this  was  introduced 
some  time  ago  by  one  Guido  di  Savino  of  this  place  ( Castel  Durante)  and  is  still  carried  on  at  the 
present  day  by  his  sons. '  Thus  writes  the  potter  Piccolopasso  in  1548,  in  his  book  'Li  tre  libri  del 
arte  del  vasaio',  when  discussing  the  various  centres  of  pottery-industry  in  Italy  and  abroad. 
By  pottery  he  means  maiolica,  tinglazed  earthenware  with  painted  decoration. 
That  an  Italian  craftsman  had  come  to  work  in  Antwerp  is  not  at  all  surprising,  since  in  1548  this 
city  was  the  financial  centre  of  Europe  and  a  flourishing  trade  port.  The  links  with  Northern  Italy 
were  close  even  after  the  Mediterranean  had  relinquished  its  importance  as  the  centre  of  the  western 
world  to  the  North  Sea  and  the  Atlantic  due  to  the  discovery  of  new  continents.  So  Italian  potters  - 
and  later  also  Italian  glassblowers  -  were  likely  to  be  well  informed  about  the  economic  situation  in 
Antwerp.  There  were  also  few  problems  about  financing  a  new  workshop:  local  and  foreign  capital 
was  eager  enough  to  help.  It  is  likely  that  Guido  di  Savino  came  sailing  on  board  one  of  the  many 
vessels  which  arrived  every  day  in  Antwerp  from  the  Mediterranean  and  the  Iberian  Peninsula,  and 
not  overland  as  did  his  colleagues  who  settled  in  France  and  Hungary. 


After  the  sacking  by  the  Northmen  in  8  36,  Antwerp  was 
rebuilt  in  the  middle  of  fertile  polderland  as  a  frontier- 
fortress  of  the  Holy  Roman  Empire.  At  the  end  of  the  twelfth 
century  the  Emperor  and  the  Duke  of  Brabant  decided  to 
have  the  growing  settlement  protected  by  walls  and  to  give  it 
town  rights.  During  the  thirteenth  century  Antwerp  be- 
came an  important  port  for  the  west  of  the  Empire,  especially 
for  trade  with  England.  Merchants  from  the  Middle  East  and 
ports  around  the  Mediterranean,  like  Venice,  had  offices  or 
representatives  in  Antwerp.  After  1356  the  city  became 
embroiled  in  inheritance  problems  and  its  importance  as  a 
centre  of  trade  and  finance  was  taken  over  by  Bruges  until 
the  end  of  the  fifteenth  century.  Then  its  open  connection  to 
the  sea,  Het  Zwin.  in  spite  of  all  efforts  to  the  contrary, 
started  to  silt  up.  In  1488,  there  was  heavy  taxation  as  a 
result  of  the  extravagant  expenditure  for  the  wedding  of 
Maximilian  of  Austria  and  Maria  of  Burgundy,  resulting  in 
riots.  Maximilian  was  even  held  captive  for  a  while  and 
moved  his  court  to  Antwerp.  Many  rich  and  foreign  mer- 
chants followed  him.  so  for  a  second  time  Antwerp  became  a 
centre,  not  only  of  trade  and  finance,  but  also  of  art,  due  to 
the  presence  and  patronage  of  the  rulers.  There  was  great 
prosperity  and  the  population  grew,  reaching  about  one 
hundred  thousand  in  1 565. 

The  Emperor  Charles  v  abdicated  in  1555,  leaving  the 
western  part  of  his  Empire  -  Spain,  Italy  and  the 
Netherlands  -  to  his  son  Phillip  11  who  made  his  court  in 
Madrid.  Calvinism  had  in  the  meantime  spread  over  Europe 
and  found  support  in  the  Netherlands.  It  corresponded  there 
very  well  with  the  democratic  attitude  of  the  ruling  classes, 
particularly  the  towns  and  the  country  nobility,  who  in 
1476  had  forced  the  Emperor  to  accept  a  form  of  written 
constitution,  "The  Great  Privilege'.  This  fact  is  mentioned 
here  as  an  important  phase  in  the  development  of  a  sort  of 
legal  order  clearly  counteracting  any  form  of  absolute  lordly 
power.  The  attempts  of  Phillip  11  to  enforce  autocracy  led  to 
conflict,  the  Eighty  Years  War  (1568-1648).  ending  with 


the  Peace  of  Westphalia.  Antwerp  was  greatly  affected  by 
the  war.  On  4  November  1576  the  town  was  sacked  by 
Spanish  troops  who  had  been  without  pay  for  a  long  time.  In 
1585.  when  Antwerp  had  gone  over  to  the  side  of  the  seven 
Protestant  provinces  of  the  North,  it  was  conquered  by 
Alexander  Farnese.  The  North  reacted  to  this  by  closing  the 
river  Scheldt,  Antwerp's  fountain  of  life.  The  Duke  of  Parma, 
representative  of  Phillip  11.  allowed  all  non-Catholics  -  most 
of  them  being  craftsmen  -  a  period  of  two  years  to  settle  their 
affairs  and  to  leave  the  city.  This  marked  the  decline  of 
Antwerp's  importance  in  Europe  and  rapidly  it  became  a 
delapidated,  dead  city.  Only  in  the  first  decades  of  the 
seventeenth  century  did  the  town  come  to  life  again  as 
a  centre  of  government  and  above  all  of  northern  Baroque 
art. 

It  is  during  the  nourishing  period  of  the  first  half  of  the 
sixteenth  century  that  for  the  first  time  names  of  Italian 
potters  appear  in  the  Antwerp  records.  There  are  those  of 
]anne  Maria  de  Capua,  Jan  Francesco  de  Brescia.  Pieter  or 
Petrus  Frans  van  Venedigen  and  Guido  di  Savino.  Janne 
Maria  de  Capua  worked  only  for  a  short  time  in  Antwerp,  for 
it  is  known  that  he  left  the  city  in  1 5 1 2  in  the  suite  of  the 
Duke  of  Milan.  Maximilian  Sforza.  A  lawsuit  was  started  by 
the  Florentine  banker  Hieronymus  Frescobaldi  about  the 
settlement  of  his  stock,  which  was  left  in  the  hands  of 
Sandrina  Alistox.  and  was  contested  by  ]an  Francesco  de 
Brescia,  about  whom  nothing  more  is  known,  and  by  Guido 
di  Savino  of  whose  life  and  work  a  clearer  image  can  be 
formed.  It  is  generally  accepted  that  this  Guido  di  Savino  is 
the  same  person  as  Guido  Andries.  and  that  he  took  the 
name  of  his  father-in-law  after  his  marriage  to  an  Antwerp 
girl.  Margaretha  Bollekens.  In  15 10  he  was  involved  in  a 
lawsuit  about  a  breach  of  contract  by  an  apprentice  who  ran 
away  before  serving  out  his  two  years  apprenticeship.  This 
means  that  Guido  already  had  his  workshop  in  1508.  He 
and  his  wife  are  recorded  as  living  then  in  a  house  called  Den 
Grooten  Arendt  (The  Great  Eagle)  on  the  present  Eiermarkt. 
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)n  26  June  1520  they  bought  the  house  De  Zalm  (The 
.almon)  in  the  Kammenstraat.  His  wife  Margaretha  died  in 
528.  presumably  without  children,  since  her  relations 
!  laimed  reversion  of  her  inheritance.  A  year  later  Guido 
uarried  Anna  van  Duren,  who  bore  him  seven  children. 
Vfter  Guido's  death  in  1541  his  widow  remarried  the  potter 
rans  Franshoy  in  order  to  continue  the  business.  On 
8  March  1  562  the  workshop  was  sold  by  Anna  van  Duren 
0  her  son  Lucas  Andries,  who  died  in  1575.  His  widow 
'.ertruy  Snoey  assured  the  continuation  of  the  business  by 
narrying  another  potter,  VVillem  van  Brecht.  He  stopped 
I  working  in  1 58 1  and  sold  the  house.  De  Zalm,  marking  the 
nd  of  the  Guido  Andries  workshop.  When  this  house 
j  lecame  part  of  a  town  reconstruction  between  187ft  a»d 
881  the  Belgian  collector  Frans  Claes  claims  to  have 
escued  tiles  and  fragments  from  the  premises. 1  If  this  is  true 
j  i  tells  something  of  the  products  of  this  more  than  fifty- 
j  ear-old  family  workshop.  One  of  the  rescued  tiles  has  a 
nost  curious  decoration,  an  eye  painted  in  a  Greek  cross 
oloured  cobalt-blue  and  yellow.  This  interesting  theme 
■  eads  us  to  a  pavement  of  floor  tiles  in  the  maiolica  tech- 
lique.  in  the  Nassau  castle  in  Breda.2  At  the  beginning  of  the 
ixteenth  century  this  castle  was  owned  by  Hendrik  in. 
'ount  of  Nassau  and  Vianden,  squire  of  Breda  and  the  Lek 
1483-1538).  He  was  educated  in  the  house  of  his  uncle 
•jigelbrecht  11  who  introduced  him  to  the  Burgundian 
i  ourt.  At  the  peak  of  his  power  Hendrik  became  First  Lord  of 
he  Bedchamber  of  Emperor  Charles  v.  Surrounded  by  the 
pirit  of  the  Renaissance  and  stimulated  particularly  by  his 
hird  wife,  the  Spanish  Mencia  Mendoza,  he  embellished  his 
nediaeval  castle  and  gave  it  a  'modern'  appearance.  It  is 
ecorded  that  one  of  the  galleries  was  paved  with  'eye-tiles'. 
Was  this  design  adopted  by  pure  chance,  just  a  funny 
lecoration,  or  did  it  have  a  special  meaning?  The  colours  are 
he  symbols  of  the  Nassau  family,  cobalt  blue  and  yellow. 
The  iconografic  problem  could  be  solved  by  thinking  in  a 
mmanistic  way:  the  symbol  of  the  sun  or  the  emblem  of 
government,  with  which  the  idea  of  justice  can  be  con- 
lected.  suits  very  well  the  house  of  this  Count.  Painted  in  the 
;ame  colours  are  the  fragments  of  another  tile-pavement 
bund  in  the  castle,  a  network  of  meander  strips.  Of  the 
■osette  in  the  middle  examples  are  also  found  around  Guido 
\ndries'  workshop,  as  are  tiles  with  a  lion  mask  on  a 
background  of  meanders  curving  around  rosettes.  So  there 
ire  strong  reasons  to  believe  that  both  floors  were  made  in 
he  workshop  of  Guido  Andries.  Since  Hendrik's  widow 
"eturned  to  Spain  after  his  death  in  1538  they  must  have 
3een  made  before  that  and  after  Guido's  move  to  the 
Kammenstraat  in  1520.  Floor  tiles  are  nearly  the  only 
product  of  the  first  period  of  Antwerp  maiolica  which  have 
survived  or  about  which  archives  give  information.  A  good 
example  of  the  latter  is  the  tile  pavement  found  in  the  Abbey 
of  Herckenrode  near  Hasselt.  The  contract  made  up  in  May 
1532  between  the  Abbess.  Mathilda  de  Lexhy,  and  the 
potter,  Petrus  Frans  van  Venedigen,  directs  that  tiles  have  to 
be  supplied  for  the  floor  of  the  chapel  of  the  Abbey,  to  be 
ready  and  installed  before  Easter  1533.  The  Abbey  was  sold 
to  the  Claes  family  during  the  French  Revolution.  After  the 
stained-glass  windows  were  sold  to  Lichfield  Cathedral  in 
1864,  these  floor  tiles  were  taken  to  the  Musee  du 
Cinquantenaire  in  Brussels  in  1888.  Of  the  five  hundred  and 
five  tiles,  four  hundred  are  polychrome  and  the  rest  de- 
corated in  blue.  The  arranging  of  the  tiles,  a  square  one 
surrounded  by  four  hexagonal  ones,  forming  an  octagon, 
was  well  known  in  Italy  and  Spain,  but  a  nouveaute  in 
northern  Europe.  The  decoration  of  the  square  tiles  can  be 
divided  into  three  groups  -  human  busts,  animals  and 
stylised  flower  motifs,  all  in  a  circle.  The  hexagonal  ones  are 
painted  with  vegetable  motifs.  This  type  of  decoration  is  very 


close  to  the  flooring  of  San  Petronio  in  Bologna  executed 
between  i486  and  1487  in  the  workshop  of  the  Betini 
family,  but  the  date  of  the  costumes  and  hair-dress  of  the 
Herckenrode  tiles  is  later,  so  that  a  comparison  with  the  ones 
in  the  San  Sebastiano  in  Venice  is  better.  Painted  in  the 
same  style  is  a  group  of  tiles  found  in  a  demolished 
farmhouse  near  Anjum  (Oostdongeradeel)  in  Friesland.  It  is 
quite  possible  that  these  were  also  made  in  an  Antwerp 
workshop,  which  could  be  that  of  Petrus  Frans  van 
Venedigen.  This  type  of  decoration  was  very  popular  in  Italy 
and  later  in  Antwerp. ' 


1  a  and  b.  Two  sets  of  floor  tiles,  made  between 

1520  and  1538  forCount  Hendrik  of  Nassau  at  Breda. 

Royal  Military  Academy. 
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2.  Albarello.  second  quarter 
sixteenth  century, 
same  decoration  as  the 
Herckenrode-type  tiles. 
Height:  26  cm 

The  Rijksmuseum,  Amsterdam. 


Another  floor  connected  with  Antwerp  maiolica  pro- 
duction is  in  the  chapel  of  one  of  the  early  Tudor  mans 
The  Vyne  in  Hampshire.4  The  decoration  of  this  chapel  was 
part  of  a  complete  reconstruction  of  the  house  which  is  said 
to  have  been  executed  under  Baron  William  Sandys  of  The 
Vyne.  It  is  most  likely  that  he  ordered  the  tiles  when  holding 
the  office  of  Treasurer  of  Calais  under  Henry  vm  from  1 5 1 7 
to  1523.  or  shortly  afterwards.  During  that  period  on  the 
continent  he  had  the  opportunity  to  become  acquainted 
with  new  trends  in  arts  and  crafts,  of  which  Antwerp  was  a 
centre.  The  four  hundred  remaining  tiles  were  both  hexa- 
gonal and  square  following  the  Herckenrode  ones  in 
arrangement  and  decoration.  The  portrait-busts  are  of  men 
such  as  Federigo  da  Montefeltro.  Duke  of  Urbino,  and  figures 
of  the  world  of  the  rhetoricians.  The  many  Dutch  words  and 
names  point  to  that  area,  Antwerp  being  the  most  obvious, 
particularly  in  view  of  the  close  resemblance  with 
Herckenrode.  One  could  bring  forward  tentatively  the  name 
of  Petrus  Frans  van  Venedigen. 

In  Belgium  the  two  floors  in  the  tower  of  the  Rameyen 
castle  near  Gestel  in  the  Antwerp  province  must  also  be  dis- 
cussed because  of  their  similarity  with  Antwerp  maiolica. s 
Badly  damaged  over  the  years,  there  are  still  fragments 
in  the  chapel  and  in  the  room  below,  showing  an  overall 


3.  Floor  tiles  of  the  Herckenrode-type.  1  530-1 535.  90  x  56  cm.  Royal  Museums,  Brussels. 


decoration,  which  can  be  reconstructed  as  follows.  In  tha 
middle  of  the  room  there  is  a  circle  of  garlands  containing 
coat  of  arms  in  a  landscape.  Also  separated  by  garlands  ar 
six  triangular  zones  alternatively  decorated  with  grotesqu 
and  ribbons  with  garlands.  The  whole  is  painted  in  Brigh 
colours.  The  coat  of  arms  is  that  of  the  families  Immerseeli 
and  Lannoy,  but  the  form,  a  rhomb,  points  to  a  lady.  Jean  d 
Liere,  squire  of  Immerseele,  Heghem,  Wommelghe 
Paeffenrode.  Viscount  of  Alost  married  Maria  de  Lannoy 
1508.  Jean  died  in  January  1527  and  his  widow  about  ten 
years  later.  This  makes  it  clear  that  the  tiles  were  ordered 
between  1527  and  1  537.  A  curious  detail  is  the  cartouche 
with  the  inscription  'sola  fides  sufficit'.  a  confession  of  faith  of 
Lutheran  origin.  Although  at  first  sight  one  thinks  of  Italy,  it 
is  most  probable  that  these  tiles  were  made  in  Antwerp.  For 
apart  from  the  question  why  have  them  made  in  Italy  when 
it  could  be  done  in  the  neighbourhood,  considering  the  high 
costs  of  transport,  it  is  very  doubtful  that  a  Lutheran  slogan 
would  be  painted  on  in  Italy.  By  that  time  Protestantism  had 
begun  to  find  support  in  Antwerp,  especially  amongst 
potters.  It  can  certainly  be  assumed  that  maiolica  tile 
pavements  were  quite  expensive,  but  that  is  not  the  only 
reason  why  they  are  not  more  widespread  in  the 
Netherlands.  The  damp  climate  is  not  favourable  for 
maiolica  pavements.  But  although  floortiles  were  not  the 
only  product  made  by  the  Antwerp  potters,  very  little  is 
known  or  left  of  the  products  of  the  first  period. 

Made  for  the  refugium  of  the  Aduard  cloister  in  the  town 
of  Groningen  are  two  polychrome  maiolica  plaques 
(16.9  x  16.5  cm. (depicting  the  coat  of  arms  of  the  Cistercian 
Order  and  their  Abbot  Joannes  Rekamp.6  He  had  renovated 
the  building  in  1  547  so  the  plaques  were  made  then  or  after 
his  death  in  1 549  to  commemorate  his  activities. 

The  vegetable  decoration  of  the  hexagonal  Herckenrode 
tiles  is  also  found  on  a  group  of  albarelli  or  drugpots,  which 
therefore  can  be  dated  to  the  second  quarter  of  the  sixteenth  | 
century.  We  learn  that  the  making  of  albarelli  had  been  a 
substantial  part  of  the  workshop  production,  if  not  in  some 
cases  the  most  important,  from  a  bill  of  loading  in  the 
Bordeaux  archives,  dated  15  October  1531.  It  gives  as  an 
alternative  address  for  the  delivery  of  'cendre  gravelee'.  a 
Venetian  'faiseur  de  potz  d'appothicaire'  living  in  the  'rue  de 
Crambeporte'  facing  the  Golden  Lion.  One  would  like  to 
think  of  Guido  Andries.  but  there  is  no  proof.  A  lot  of  names 
and  details  have  come  out  of  the  archives  and  out  of  the 
lAggeren  (the  Ledgers  I  of  the  Saint  Luke's  Guild,  which 
recorded  potters  from  1  550  onwards." 

Around  1  S45  there  came  an  end  to  that  period  of 
Antwerp  pottery  in  which  the  influence  of  Italy  was  felt 
directly,  either  through  immigrants  or  their  Antwerp 
apprentices.  When  these  apprentices  became  geleybakker 
(master)  themselves  and  started  their  own  workshops,  they 
were  ready  to  pick  up  a  new  style  being  developed  in 
Antwerp  maiolica  production.  The  new  style,  widely  spread 
through  the  rising  ornament  printmaking.  was  inspired  by 
what  was  called  by  Raphael  and  his  pupils  'trofei.  grot- 
tesche.  quartieri.  candelieri'.  But  it  was  given  a  purely 
Flemish  interpretation  by  people  like  Vredeman  de  Vries. 
Cornelis  Bos,  Pieter  Coecke  van  Aelst  and  Cornells  Floris, 


Colour. 

Top. 

a.  Two  border  tiles,  decorated  in  the  'Ferronerie'  style, 
each  13.5  x  13.5  cm.  Vleesbuis  Museum.  Antwerp. 
Below  left. 

b.  Papkom  (porridge  bowl),  c.  1600. 
Height:  6  cm.:  diameter:  22+  cm. 
Maagdenhuis  Museum,  Antwerp. 
Below  right. 

C  Albarello.  second  quarter  sixteenth  century,  direct  Italian  influeno 
Height:  30  cm.  The  Victoria  and  Albert  Museum.  Ixmdon. 
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4.  Tile-panel  with  the  Conversion  of  Saul,  dated  1  S47.  98  x  196  cm.:  the  border  is  in  the  'Ferronerie'  style.  VIeeshuis  Museum.  Antwerp. 


from  whom  it  was  called  'Floris  style'.  Ferronerie  is  another 
name,  because  it  looks  like  three  dimensional  ironwork, 
around  which  are  grouped  fruit,  flowers,  masks  and  putti.  It 
has  never  been  pure  decoration  on  its  own.  but  always  a 
framework  for  a  scene,  of  which  two  examples  will  be 
discussed  here. 

Dated  1 547  is  a  tile  panel  with  the  scene  of  the  Conversion 
of  Saul  based  on  a  painting  by  Frans  Floris  after  an 
engraving  by  Eneas  V'ico  of  a  painting  by  the  Florentine 
painter  Francesco  de  Rossi.  The  collector  Frans  Claes  also 


claims  to  have  rescued  this  panel  from  the  premises  of  Guido 
Andries. 1  Frans  Floris  de  Vriendt  ( 1 5 1 6-1 5  70 )  was  the  son 
of  the  sculptor  Cornelis  de  Vriendt  Florisz,  and  had  two 
brothers.  Cornelis  Floris  (1514-1575).  the  architect  of  the 
Antwerp  town  hall,  and  Hans  or  Jan  Floris,  who  was  a 
potter.  But  his  name  cannot  be  connected  with  this  panel  in 
view  of  Mr.  Claes'  statement.  Made  in  1547  means  that  it 
must  have  been  executed  under  Frans  Franshoy,  then  the 
leader  of  the  workshop.  The  border  tiles  of  the  panel  are 
decorated  in  the  'Floris  style',  practically  the  only  complete 
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tile  panel  in  this  style  preserved  in  good  condition.  However 
a  series  of  fragments  of  borders  are  known  as  well  as  single 
tiles,  some  of  them  dated  even  as  late  as  1 607,  which  proves 
how  long  this  way  of  decoration  was  used  in  Antwerp. 
Another  example  of  this  style  is  a  jar  in  the  Musee  du 
Cinquantenaire  in  Brussels,  signed  and  dated  'f/iab  1562'. 
This  cipher  has  been  identified  as  belonging  to  Jan  van 
Bogaert.  who  became  enrolled  in  the  Saint  Luke's  Guild  as 
vrijmeester  in  1 5  5  2.  Three  scenes  show  the  history  of  Tobias, 
after  engravings  by  Cornelis  Metsys.  The  jar  (front  cover)  is 


decorated  in  the  favourite  colours  of  this  ferronerie  style  - 
yellow  and  orange,  and  the  white  of  the  tint  glaze.8 

In  1584  life  came  to  a  virtual  standstill  in  Antwerp, 
economically,  financially  and  artistically.  Some  potters 
stayed  behind  to  go  on  with  their  business,  but  their  output 
lacked  artistic  importance.  At  the  beginning  of  the  new 
century,  when  Antwerp  started  to  live  again,  it  is  quite 
possible  that  a  new  way  of  decoration  from  Italy  found 
followers  there,  the  so-called  Patanazzi  style.  This  is  only  a 
supposition  for  it  is  not  possible  to  attribute  pieces,  which  are 
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etinitely  not  made  in  Italy,  to  Antwerp,  and  not  for  instance 
d  workshops  in  the  North  Netherlands,  since  1 579  united 
1  the  Union  of  Utrecht,  the  base  for  the  later  Republic  of  the 
even  United  Provinces. 
Was  anything  like  maiolica  made  in  the  Netherlands 
efore  the  Italians  came  to  Antwerp?  Indeed  there  have  been 
xecuted  in  London  as  well  as  on  the  continent,  some  pieces 
nd  fragments,  which  can  be  dated  before  1 500.  They  have 
trong  similarities  to  what  was  made  at  the  same  time  in 
taly,  but  they  are  different  in  form.  Such  pieces  can  also  be 
een  on  two  pages  of  the  illuminated  Book  of  Hours  of 
4aximilian  I,  Archduke  of  Austria,  in  the  Douce  Collection 
if  the  Bodleian  Library  in  Oxford.  There  are  carefully 
epicted  Hispano-Moresque  pieces,  a  disk  with  the  word 
alafia'  and  three  pieces,  which  are  certainly  not  Italian, 
ind  could  therefore  be  of  local  origin.  Much  research  has  still 
0  be  done  before  a  clear  picture  of  the  development  of  early 
■Jetherlandish  maiolica  can  emerge. 
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plateel  tot  delftse  keramiek',  Museum  Het  Sterckshof ".  Deurne. 

Antwerpen  1962. 

i.  A.-M.  Marien-Dugardin,  Les  grotesques  dans  la  majolique  anversoise 
de  la  seconde  moitie  du  xvie  siecle  Bulletin  des  Musees  Royaux  d'Art 
etd'Histoire.  45eannee.  1973.  Bruxelles  1975.  p.  173-200. 


8.  Book  of  Hours  of  Maximilian  1  by  the 

Master  of  Mary  of  Burgundy,  c.  1480-1490. 

Two  pages  with  the  Adoration  of  the  Magi  and  a  hunting  scene 

with  pieces  of  early  Netherlandish  maiolica  in  the  borders. 

ms  Douce  218  fi4sv-6r.  The  Bodleian  Library. 


9.  House  sign,  showing  the  Virgin  and  Saint  Anne. 

'in-s  tana',  mid-sixteenth  century, 

17.5  x  1  7.5  cm.  Vleeshuis  Museum,  Antwerp. 
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Rubens'  impact  in  landscape  lias  been  profound.  In  this  country  Constable  extolled  'the  joyous  and  animated  character 
which  he  has  imparted  .  .  .  impressing  on  the  level  monotonous  scenery  of  Flanders  all  the  richness  which  belongs 
to  its  noblest  features',  and  his  Hay-Wain  was  modelled  on  The  Chateau  de  Steen  (No.  i ). 1 
Here,  from  the  warm,  dark  shadows  below  the  house,  where  a  new  day's  round  begins,  we  are  drawn 
over  a  busy  hedge-row.  rising  like  the  magpies,  into  a  cool,  bright  country  flooded  by  the  shimmering  morning  sun. 
This  painting  epitomises  Rubens'  achievement:  what  lies  behind  its  form  and  meaning,  so  admired  by  Constable?2 


Rubens' 

Chateau  de  Steen 

Richard  E.  G.  Tyler 


Like  Constable  in  The  Hay-Wain,  Rubens  was 
painting  a  scene  which  had  great  personal 
significance  for  him.  But  rather  than  a  tranquil 
recollection,  it  was  an  exhilarating  discovery  - 
for  Rubens  had  just  bought  the  Chateau,  at 
Elewijt  in  Brabant,  with  its  'large  stone  house 
and  other  fine  buildings  in  the  form  of  a  castle, 
with  garden,  orchard,  fruit-trees  and  draw- 
bridge, and  a  large  hillock  on  the  middle  of 
which  stands  a  high  square  tower,  having  also 
a  lake  and  a  farm  with  farm-house,  granges, 
divers  stables  and  outbuildings  .  .  .  the  whole 
surrounded  by  moats'.1  The  manor  immedi- 
ately became  the  subject  of  sketches  (No.  2).4 
and  then  of  the  big  painting,  which  shows  us 
the  large  house  with  its  stepped  gables,  its  moat 


and  drawbridge,  and  its  high  square  tower 
(now  destroyed;  No.  3).  The  Chateau  pleased 
Rubens  not  only  in  itself,  but  in  all  that  it  stood 
for.  He  had  at  last,  with  considerable  difficulty, 
extricated  himself  from  the  world  of  public 
affairs,  from  his  Antwerp  studio  and  from  his 
services  at  the  court  of  the  Infanta  Isabella. 
Governor  of  the  Spanish  Netherlands.  'Now  I 
am  leading  a  quiet  life  with  my  wife  and 
children,  and  have  no  pretension  in  the  world 
other  than  to  live  in  peace',  he  had  written  in 
1634,  and  then  (nearing  sixty)  from  Steen.  in 
September  1636.  when  the  painting  was  prob- 
ably in  progress.  'I  have  been  living  somewhat 
in  retirement  for  several  months,  in  my  coun- 
try house  which  is  rather  far  from  the  city  of 


1 .  Pete  k  e a  1  1  Rubens ( 1 577-1640). 

The  Chateau  de  Steen,  oil  on  oak.  5  ii  x  90+  inches. 

National  Gallery,  London. 

Antwerp  and  off  the  main  roads'  /  It  became  his 
idyllic  retreat,  from  Antwerp  and  Brussels,  and 
from  contemporary  political  tensions:  and  in 
his  years  of  retirement,  moated  manors  in- 
spired by  Steen  became  the  setting  for  romantic 
paintings  of  mediaeval  jousting  (No.  4)  and  of 
decorous  frivolity  (No.  5).  Finally,  his  feelings 
for  tiie  place  are  expressed  in  the  inscription  on 
his  tombstone,  headed  by  the  honour  Steini 
Toparcha'  -  Lord  of  Steen. 

Rubens  saw  his  Chateau  as  a  personal  re- 
treat: but  he  could  not  avoid  taking  there,  and 
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close  friend  of  the  younger,  Jan.6  Old  Bruegel's 
works  were  in  great  demand:  many  were  taken 
abroad,  especially  to  Prague  and  Vienna  by  the 
Hapsburg  rulers  of  the  Netherlands,  but  others 
remained  with  Antwerp  collectors  such  as 
Valckenisse  and  Stevens  -  and  Rubens  himself 
owned  a  dozen."  He  copied  directly  at  least  one 


4.  Peter  Paul  Rubens. 

Tournament  by  a  Castle,  oil  on  wood,  28|  x  42^  inches. 
The  Louvre,  Pahs. 


5.  Peter  Paul  Rubens. 

Lovers  by  a  Castle,  oil  on  wood.  2oj  x  38^  inches. 
Kunsthistorisches  Museum,  Vienna. 


thus  to  the  portrait  of  his  estate,  his  experi- 
ences of  the  past  decades,  the  impact  of  con- 
temporary affairs  and  the  influence  of  pictorial 
tradition.  Rubens'  debt  to  the  latter  was  great, 
including  that  of  Pieter  Bruegel,  whose  art  was 
still  a  powerful  force  in  Flanders.  His  two  sons 
were  prominent  painters,  and  Rubens  was  a 


rii bens'  Chateau  de  Steen 


6.  Peter  Paul  Rubens. 

La  Kermesse  Flanmndc,  oil  on  wood.  58^  x  102^  inches. 
The  Louvre,  Pahs. 

painting;8  and  the  naturalism,  the  interest  in 
landscape  and  the  common  people,  which 
Bruegel  stood  for  in  the  later  sixteenth  century, 
against  the  uhiquitous  influence  of  Italian 
Mannerism,  is  apparent  in  Rubens'  panoramas 
and  peasants  -  in  the  spatial  sweep  of  his 
Summer  Landscape  (Royal  Collection.  Windsor) 
and  in  his  most  obviously  Bruegelian  work,  La 
Kermesse  Flamande  (No.  6),9  painted  shortly 
before  the  view  of  Steen.  One  of  Bruegel's 
paintings  in  particular  influenced  Rubens,  his 
well  known  work,  The  Hunters  in  the  Snow 
(No.  7).  As  one  of  the  series,  The  Months,  it  had 
been  acquired  by  the  Governor  of  the  Nether- 
lands preceding  Isabella's  husband,  and  these 

7.  Pieter  Bruegel  (c.  1525-1569). 

The  Hunters  in  the  Snow,  oil  on  wood.  46  x  63!  inches. 
Kunsthistorisches  Museum,  Vienna. 


were  later  recorded  in  the  collection  of  a 
subsequent  Governor  and  among  the  works  at 
the  Brussels  court.10  In  his  attendance  on 
Isabella  therefore,  Rubens  would  have  become 
thoroughly  familiar  with  The  Hunters  in  the 
Snow,  and  it  was  this  painting  which  suggested 
to  him  the  general  composition  of  The  Chateau 
de  Steen. 

It  is  not  immediately  obvious  that  these  two 
paintings  have  much  in  common  -  the  con- 
trast of  theme  and  mood  is  most  striking.  The 
sparkling  colours  of  a  broad,  soft  plain  in  late 
summer  are  the  antithesis  of  the  monochrome 
harmonies  of  a  mountain-ringed  coast  in  the 
hard  grip  of  winter;  the  despondency  of 
Bruegel's  hunters  is  underlined  by  the  descend- 
ing movements  of  an  overcast  afternoon  in  an 
enclosed  landscape,  whilst  rising  accents  in  the 
open  spaces  of  a  bright  morning  express  the 
eagerness  of  Rubens'  hunter.  But  here  is  the 
first  point  of  contact:  in  both  paintings,  hunters 
with  their  dogs  move  across  from  the  left 


foreground.  There  are  further  similarities: 
these  figures  on  the  left  are  balanced  by  more  in 
the  middle  distance,  to  the  right:  in  both 
landscapes,  buildings  amongst  trees  occupy 
the  left  half,  whilst  the  right  consists  of  open 
terrain  with  distant  towns:  finally,  in  the  centre 
of  either  picture,  a  spikey  bramble  grows 
below,  and  magpies  fly  out  from  the  trees 
above.  But  the  similarity  goes  deeper  than  a 
simple  correspondence  of  motifs  -  in  the  under- 
lying structure  of  his  image,  it  is  clear  that 
Rubens  has  drawn  on  his  knowledge  of 
Bruegel's  painting.  Like  Bruegel,  he  presents  a 
basic  contrast  between  a  nearby,  vertically 
accented  mass  of  motifs  and  an  open,  horizon- 
tal space.  And  he  adopts  Bruegel's  devices  to 
hold  these  components  together,  the  use  of 
implied  counter-diagonal  movements  in  depth. 
Bruegel's  sad  procession  enters  the  scene  from 
the  left;  their  movement  is  taken  up  by  the 
sequence  of  tree  trunks,  and  continued  into  the 
middle  distance  by  the  road  with  a  waggon; 
and  it  is  echoed  by  the  alignment  of  the  houses 
beyond,  and  by  the  flight  of  the  birds  above. 
Rubens'  hunter  also  commences  a  movement 
into  the  picture,  and  the  tension  of  his  pose 
springs  forward  through  the  stump  and  the 
snaking  hedge  to  the  distant  rising  sun;  it  too  is 
echoed,  by  the  waggon  (now  brought  into  the 
foreground)  and  by  the  facade  of  the  Chateau 
and  the  flight  of  the  magpies.  Both  paintings 
counter  these  movements:  Bruegel  has  a  strong 
contour  descending  the  roofs  on  the  left  and 
continuing  through  the  hunters'  spears  to  the 
steep  slope  of  the  hillside;  Rubens  follows  him, 
less  emphatically,  in  the  slant  of  the  nearby 
stream  and  the  sloping  tangle  of  the  bramble 
hedge.  Bruegel  here  discovered  a  pictorial 
structure  of  great  simplicity,  strength  and 
adaptability:  with  his  agile  imagination, 
Rubens  benefited  from  this  discovery  -  and  in 
due  course,  so  too  did  Constable. 

Rubens  was  familiar  with  The  Hunters  in  the 
Snow  at  the  court  of  Brussels;  and  for  its  deeper 
meaning.  The  Chateau  de  Steen  depends  on  this 
world,  dominated  in  thought  and  action  by  the 
Counter-Reformation.  'The  victory  of  the 
Church  had  to  be  that  of  the  eucharist.  This 
triumph  Rubens  celebrated  in  a  work  full  of 
thought  and  feeling,  one  of  those  which  best 
express  the  spirit  of  an  age' . 1 1  Rubens'  Triumph 
of  the  Eucharist  was  commissioned  in  1627  by 
the  Infanta  Isabella.  As  Governor  of  the 
Netherlands,  northern  outpost  of  Catholicism, 
she  was  embroiled  in  the  Counter-Reformation 
and  so  too,  as  her  ambassador  and  on  his  own 
initiative,  was  Rubens.  For  ten  years  or  more, 
he  worked  for  peace  and  the  return  of  the 
Northern  Provinces  to  the  Catholic  fold  -  until 
in  weary  disillusion  he  retired  to  Steen.12  If 
the  temporal  wing  of  the  movement  was  the 
waning  Hapsburg  dynasty,  the  rising  Jesuit 
Order  formed  its  spiritual  wing.  On  this  level 
too,  Rubens  was  deeply  involved.  At  the  be- 
ginning of  his  career,  in  Italy,  he  worked  for 
Jesuit  churches  in  Mantua,  Rome  and  Genoa: 
returned  to  Flanders,  he  painted  a  Last 
Judgement  in  161 5  for  the  Jesuits  at  Neuberg, 
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■Jut  his  greatest  commission  from  the  Order 
for  the  altarpieces  and  ceiling  paintings  for 
heir  new  church  in  Antwerp.  This  church, 
dedicated  in  1622  to  Carlo  Borromeo,  with 
natius  Loyola  one  of  the  newly  canonised 
Counter-Reformation  saints,  was  the  visual 
expression  of  the  flourishing  of  the  Antwerp 
Jesuits  in  the  early  years  of  the  seventeenth 
century.  With  their  aims  and  achievements 
Rubens  was  intimately  identified.  His  assoc- 
iation began  a  decade  before  his  diplomatic 
involvements,  with  the  succession  of  Father 
Aguilon  as  Rector  in  16 13:  Rubens  provided 
designs  for  Aguilon's  book  on  optics  and  for 
many  religious  works  by  his  colleagues:  in  the 
1 620s  he  became  a  prominent  member  of  their 
Latin  Sodality;  and  his  letters  in  these  years 
show  that  he  was  on  close  terms  with  the 
Fathers."  It  is  the  spirit  of  this  expanding 
Order  which  lies  behind  Rubens'  approach  to 
landscape.14 

The  basic  manual  of  the  Jesuits  was  Saint 
Ignatius  Loyola's  'Spiritual  Exercises',  in  which 
he  designed  a  programme  of  contemplations 
intended  to  aid  the  overcoming  of  self  and  the 
regulation  of  one's  life'.  We  do  not  know  that 
Rubens  practised  these  exercises  (as  did  the 
other  great  Baroque  artist,  Bernini),  but  in  his 
circumstances  and  with  the  range  of  his  curios- 
ity and  reading,  it  would  be  extraordinary  if 
he  was  not  familiar  with  the  teaching  of  the 
book:  it  contains  the  ideas  underlying  his 
conception  of  landscape.1'  First  of  all.  in  the 
practice  of  meditation,  one  of  the  preliminaries 
which  Ignatius  always  requires  (paragraph 
47)  is  'An  imaginative  representation  of  the 
place.  For  a  visual  contemplation  or  medi- 
tation, the  picture  is  an  imaginative  repre- 
sentation of  the  physical  place  where  the  event 
to  be  contemplated  occurs  .  . .  e.g.,  a  temple  or 
mountain'.  In  many  of  his  exercises,  he  gives 


MIIIS 

1 .  first  proposed  in  my  article  Rubens  and  The  Hay- 
Wain' .  The  Connoisseur.  Vol.  189.  No.  762  (August 
1  97s).  pp.  2 70-2 7 s.  this  conclusion  has  been 
endorsed  independently  by  Professor  Alastair  Smart 
see  Alastair  Smart  and  Atttield  Brooks.  Constable  and 
his  Country'.  London  1  97ft.  pp.  47.  8  3. 

2.  The  Chateau  de  Steen  is  discussed  in  N.  MacLaren.  Peter 
Paul  Rubens:  The  Chateau  de  Steen',  London  1 946, 
and  in  Gregory  Martin,  'National  Gallery  Catalogues: 
The  Flemish  School,  c.  1600-c.  1900'.  London  [970, 
pp.  1  )7-i4-!- 

3.  The  description  is  from  the  sale  of  the  manor  by 
Rubens'  heirs  in  1682:  see  Max  Rooses.  'Rubens', 
trans  H.  Child.  London  I  904.  p.  571. 

4.  The  Oxford  painting  is  based  on  an  oil  sketch  from 
nature  in  Berlin  (see  Leo  van  Puyvelde.  The  Sketches 
of  Rubens'.  London  1 947.  Nos.  92  and  9  3 1,  and  is  in 
turn  the  basis  for  No.  4. 

5.  In  both  cases.  Rubens  was  writing  to  his  great  friend, 
the  French  scholar  and  collector.  Peiresc:  see  Letters 
235  and  2  39  in  Ruth  S.  Magurn.  'The  Letters  of  Peter 
Paul  Rubens'.  Cambridge  (Mass. I  1971.PP.  393.404. 

6.  They  collaborated  professionally  (e.g.  Paradise, 
Mauritshuis,  The  Hague:  Madonna  and  Child  in  a 
Garland.  Prado.  Madrid,  and  many  others),  and  Rubens 
portrayed  Jan's  family  (Seilern  Collection,  London  I  and 
acted  as  amanuensis  for  his  Italian  correspondence. 

7.  W.  Noel  Sainsbury.  'Original  Unpublished  Papers, 
illustrative  of  the  life  of  Sir  Peter  Paul  Rubens'.  London 
1859.  prints  An  Inventory  of  Pictures  found  in  the 
Hons.'  of  the  late  Sir  Peter  Paul  Rubens.  Knight,  after 
his  death':  for  Rubens'  Bruegels.  which  include  at  least 
lour  landscapes,  seep.  241  (Nos.  191-3.  I9S~9. 
210-13). 


examples:  for  the  Nativity  (paragraph  112). 
'Represent  to  yourself  in  imagination  the  road 
from  Bethlehem,  in  its  length  and  breadth.  Is  it 
level  or  through  valleys  or  over  hillsides?'  or  for 
Gethsemane( paragraph  202).  Think  about . . . 
the  Garden.  Is  it  wide  or  long?  What  ap- 
pearance does  it  have?"  Always  he  lays  stress 
on  envisaging  the  setting  as  a  whole,  thereby 
many  times  directing  the  contemplative's  at- 
tention to  the  visualisation  of  natural  scenery: 
Ignatius  (Bruegel's  contemporary)  is  respond- 
ing to  and  reinforcing  the  sixteenth  century's 
discovery  of  landscape.  Secondly,  he  is  very 
explicit  about  the  nature  of  this  imaginative 
act:  to  it.  he  says  (paragraph  121),  one  should 
apply  all  the  five  senses:  'Look  in  imagination  at 
the  persons,  meditating  and  studying  in  detail 
the  situation  in  which  they  find  themselves  . . . 
Listen,  Smell.  Taste  .  .  .  Touch  by  kissing  and 
clinging  to  the  places  where  these  persons  walk 
or  sit'  (paragraphs  1 22-125).  The  most  vivid 
example  he  gives  is  that  of  Hell:  'see  in  imag- 
ination those  enormous  fires  .  .  .  hear  in 
imagination  the  shrieks  and  groans  . . .  smell  in 
imagination  the  fumes  of  sulphur  .  .  .  taste  in 
imagination  all  the  bitterness  of  tears . . .  feel  in 
imagination  the  heat  of  the  flames'  (para- 
graphs 67-70):  but  throughout,  for  instance 
in  contemplating  the  Flight  into  Fgypt  (para- 
graph 152)  or  the  Baptism  (paragraphs 
158-159),  he  requires  that  the  same  'appli- 
cation of  the  five  senses'  should  be  made.  In  the 
last  phase  of  the  programme,  he  recommends 
that  the  senses  be  used  in  reality,  not  only 
imaginatively:  'I  will  enjoy  the  light  and  the 
pleasure  appropriate  to  the  season,  in  the 
warmer  months  the  coolness  of  shade,  and  in 
winter  the  warmth  of  the  sun'  (paragraph 
229).  Here  is  the  rationale  behind  the  sens- 
uality of  Rubens'  landscape  -  the  colour  and 
texture,  both  of  the  paint  itself  and  of  the  light. 


8.  Peasants  Brawling  over  Cards  (Sainsbury.  op.  l  it.,  p.  240. 
No.  143):  two  versions  exist  ( formerly  Burchard 
collection.  London,  and  formerly  Ebbhardt  collection. 
Hanover),  the  second  with  a  landscape  by  |an  Bruegel. 

9.  The  Kermesse  is  at  the  opposite  end  of  the  social  scale 
from  No.  s:  its  boisterous.  Baroque  diagonal,  cradled 
between  buildings  and  landscape,  anticipates  the 
implied  movement  in  The  Chateau  de  Steen. 

10.  Painted  for  an  Antw  erp  patron.  The  Months  were 
subsequently  presented  by  the  city  in  1  S94  to  the 
Archduke  Ernst.  He  was  succeeded  in  the  following 
year  by  Archduke  Albert,  who  married  Isabella  in 

1  598.  A  series  of  Months  by  Bruegel  was  recorded  in 
the  collection  of  Archduke  Leopold  H'ilhelm.  Governor 
from  1 647.  when  it  was  bequeathed  in  [6S7tothe 
Imperial  collection  in  Vienna:  there  is  also  a  record  of 
such  a  series  at  Brussels,  dating  between  1  bbs  and 
1092.  Despite  the  confusion,  it  seems  clear  that  the 
originals  or  copies  remained  in  Flanders  during  the 
early  seventeenth  century,  and  this  is  confirmed  by 
Rubens'  know  ledge  of  the  paintings.  See  F.  Grossmann. 
'Pieter  Bruegel'  3rd  edition.  London  1973.  p.  197. 

1 1 .  Emile  Male.  T.'Art  Religieux  apres  le  Concile  de 
Trente'.  Paris  19  32.  p.  8  3:  see  also.  Charles  Scribner  in. 
'Sacred  Architecture:  Rubens's  Eucharist  Tapestries'. 
Art  Bulletin.  Vol.  lvi  1.  No.  4  (December  1975). 

pp.  519-S28.  In  the  furtherance  of  the  church. 
Rubens  also  produced  designs  for  the  Roman  Missal 
and  Breviary  (1614). 
1  2.  Rubens'  diplomacy  began  early  in  the  1  f>20s. 

following  the  death  of  the  Archduke  Albert  in  1  b2  1 
and  the  expiry  of  the  Twelve  Years  Truce  with  the 
North,  negotiated  by  Albert  in  1809:  he  undertook 
many  other  tasks,  by  no  means  all  without  success  (his 
greatest  achievement  w  as  in  effecting  peace  between 


space  and  nature  portrayed,  including  the 
foreground  details  (the  goldfinches  and  king-  • 
fisher,  the  chrysanthemum  and  blackberries, 
the  bramble  and  brook)  which  together  vividly  ' 
conjure  sensations  of  sight  and  sound,  of  smell, 
taste  and  touch.  Here  is  the  richness'  so 
enjoyed  by  Constable.  Finally.  Ignatius  in- 
dicates why  the  natural  world  merits  this 
attention:  in  a  final  contemplation  on  love,  he 
writes  (paragraphs  2  35-236): 

See  God  living  in  His  creatures: 

in  matter,  giving  it  existence. 

in  plants,  giving  them  life, 

in  animals,  giving  them  consciousness, 

in  men.  giving  them  intelligence . . . 

Think  of  God  energising,  as  though  He  were 

actually  at  work,  in  every  created  reality. 

in  the  sky.  in  matter,  plants  and  fruits, 

herds  and  the  like:  it  is  He  who  creates  them 

and  keeps  them  in  being, 

He  who  confers  life  or  consciousness. 

Nature  as  well  as  man  is  God's  Creation,  and  it 
is  a  manifest,  living  demonstration  of  the 
Creator's  love.  This  is  the  source  of  Rubens' 
passion  for  landscape  in  his  last  years,  and  of 
the  constant  mood  of  delight,  expressed  in  The 
Chateau  de  Steen  by  the  mobile  brushwork.  the 
living  detail,  the  expanding  light  and  space, 
and  the  spring  of  the  design.  It  is  the  source  of 
the  'joy  and  animation'  sensed  by  Constable. 

The  Chateau  de  Steen  is  one  of  the  great 
landscapes.  In  a  magnificently  integrated 
image.  Rubens  portrays  his  happy  retreat, 
encompassed  by  God's  bounteous  creation. 
The  painting's  strength  is  drawn  from  the 
private,  professional  and  public  experience  of 
the  artist's  rich  life:  its  importance  lies  in  its 
inherent  quality  and  its  historical  potency. 


England  and  Spain  in  1 6  JO,  for  which  he  was 
knighted  by  Charles  l).  For  a  summary,  see 
C.  V.  Wedgwood,  The  Political  Career  of  Peter  Paul 
Rubens'.  London  1975. 
1  3.  See  |ohn  Rupert  Martin.  'The  Ceiling  Paintings  lor  the 
lesuil  Church  in  Antwerp'  (Corpus  Rubenianum  l.udwig 
Bim  hard.  Part  1 1.  London  1 9h8.  As  well  as  Francois 
Aguilon's  Optkorum  l.ihn  Sex  ( Antwerp  1  h  1  3),  Rubens 
produced  designs  for  instance  for  books  by  Fathers 
Heribert  Rosweyde  ( 1  (1 1  7  1819.  1623.  1627). 
Charles  Scribanius  I  1  (124 1.  Balthasar  Corderius  (1628. 
1(130.  1 634 1,  and  in  1  b  34.  for  Bernard  Bauhusius. 
Oliver  Bonartus  and  Jacob  Biderman.  See  Magurn. 
op.  cit.  Letters  39  ( ihigl.  58  I1624).  79.  81.  89 
( 162b)  and  2  37  1 16  3S);  as  Letter  10b  show  s.  Rubens' 
relations  with  the  Jesuits  were  not  always  cordial.  His 
work  for  the  Society  continued  in  1  b  3  3  with  his 
altarpiece  for  the  Jesuits  at  Ghent. 

14.  See  also.  Rudolf  Wittkower  and  Irma  B.  Jaffe.  Baroque 
Art:  The  Jesuit  Contribution'.  New  York  1972.  In  the 
first  paper  I  Problems  of  the  Theme',  pp.  1  -14). 
Wittkower  reached  the  conclusion  that  'it  was  the 
artists  who  influenced  the  Jesuits  rather  than  vice 
versa':  the  question  is  complex,  but  a  distinction 
should  be  drawn  between  the  austerity  officially 
advocated  by  the  Society  and  the  contradictory 
sensuality  implied  by  Saint  Ignatius'  spiritual  writings. 

15.  In  1  bid  for  instance.  Rubens  was  reading  Fr.  Juan  de 
Mariana's  Sur  les  Defautsda  la  S.  J'.  (Bordeaux  id2s) 
(having  loaned  the  book  to  Fr.  Andreas  Schott.  the 
humanist  scholar,  he  lost  it  when  it  was  confiscated): 
see  Magurn.  op.  cit..  p.  I  33.  The  quotations  follow  ing 
are  from  Saint  Ignatius  Loyola.  Spiritual  Exercises', 
translated  Thomas  Corbishley.  sj,  London  1963. 
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Recurring  motifs 
in  Bavarian  Rococo 
decoration 

Robert  Harbison 

Though  the  origins  of  the  style  are  French. 
Rococo  found  its  most  exuberant 
development  in  Catholic  Germany,  and 
though  in  Bavaria,  as  in  France,  it  began  in 
reaction  against  the  Baroque  it  managed  to 
renounce  less.1  In  both  places  the  flat  plane  is 
substituted  for  the  plastic  mass,  rectilinear 
organisation,  however  hidden,  for  its 
avoidance,  the  gentle  for  the  powerful, 
intimacy  for  publicity,  the  boudoir  for  the 
grand  square  or  stairway.2  Beyond  the 
rough  similarity  of  attitude  lie  the  peculiarly 
German  excesses  of  plaster  decoration  on 
walls  to  form  slender  designs  in  low  relief 
based  on  natural  forms  -  fronds,  sprays, 
garlands  -  a  decoration  which  runs  away 
with  itself  obscuring  the  structure  with  its 
crust,  the  building's  sap  come  to  the 
surface,  a  mysterious  substance  partly 
intrinsic,  partly  foreign. 

Festsaal,  Schaezler-Haus,  Augsburg,  detail  of  plaster  decoration,  I  770.  ) 


The  colour  schemes  used  on  this  decoration  are  light  as  in 
France  but  less  subdued  and  likely  to  be  combined 
eccentrically  -  sherbety  pink,  green,  and  yellow  found 
together  in  the  same  room  -  instead  of  subtly  different 
shades  of  the  same  hue.  In  light  colours  the  Rococo  shows  its 
fear  of  growing  old. 

Most  Rococo  emotions  do  not  sit  very  well  with  belief  in  a 
higher  world  and  the  style  is  decidedly  secular  except  in 
Germany  where  the  astonishing  marriage  between  piety 
and  these  celebrations  of  the  world  of  change  is  repeatedly 
brought  off.  Bavarian  Rococo  makes  many  interiors  look 
like  garden  structures  or  at  least  introduces  frequent 
references  to  that  kind  of  impromptu  spatial  organisation, 
flimsy,  perforated,  miniature.  The  real  Rococo  garden  is  a 
garden  moved  indoors,  to  a  church  interior,  and  thus  it 
represents  an  idea  about  existence,  a  philosophical  leaning 
which  is  often  expressed  in  peripheral  appliances  not  the 
main  fabric;  slight  structures  seem  to  be  influencing  more 
permanent  ones. 

At  Kloster  Schaftlarn3  an  anti-structural  motif  of  the 
Rococo,  the  decorative  railing,  carries  much  of  the  energy  of 
the  building.  On  the  choir  balconies  (No.  2)  the  railings 
extend  up  into  the  air  as  if  to  make  a  wall  of  lattice,  or  as  if  a 
section  of  wall  decoration  has  got  free  of  the  wall  and 
assumes  its  pure  state.  Irregular  perforation  makes  these 
railings  look  more  like  the  rest  of  the  surface  than  railings 
usually  do,  and  the  play  of  plaster  decoration  over  walls  and 
vaults  dematerialises  them  into  an  even  lighter  lattice. 

Such  webs,  actually  or  apparently  pierced,  exemplify  one 
of  the  recurring  Rococo  forms,  the  net.  a  structure  which  is 
not  a  structure,  or  claims  from  time  to  time  not  to  be,  by 
sagging,  combining  minimal  mass  with  the  possibility  of 
high  organisation:  a  sophisticated  surface  giving  up  func- 
tion for  aspect.  The  net  appears  in  painted  webbing  on 
church  vaults  (Heilig  Geist  and  Anna  im  Lehel,  Munich).4  in 
the  plaster  lattices  mentioned  above,  and  in  fishing  nets 
ightly  embossed  in  the  cornice  decoration  of  the  Spiegelsaal 
at  Amalienburg,s  which  occasionally  come  loose  from  the 
ceiling  and  hang  precariously  down  from  the  hands  of  the 
cherubs  who  are  unable  to  manipulate  them. 

Not  simply  the  consistency  of  the  style  but  an  active 
delight  in  the  transmigration  of  motifs  makes  it  feasible  to 
follow  many  Rococo  themes  through  various  materials  and 
hugely  disparate  scales.  The  grotto,  for  example,  is  found 
diffused  across  whole  naves  (Rottenbuch).  concentrated  in 
altars  and  pulpits  lOttobeuren,  Wies),  miniaturised  in 
porcelain  table  ornaments,  enlarged  to  monument- 
confections  like  the  one  at  Vierzehnheiligen.  and  portrayed 
in  frescoes. 

In  the  aisle-altars  at  Ottobeuren."  rocaille  curves,  deriving 
in  the  first  place  from  shells,  are  given  mass  and  enlarged  to 
livable  size,  the  shrine  forming  a  central  obstruction  from 
which  the  edges  melt  away  as  we  approach,  leaving  us  a 
passage  to  the  side.  But  almost  as  soon  as  this  experience  is 
underway  it  is  ended,  and  the  next  grotto  has  appeared 
before  us  even  before  we  are  fully  through  the  preceding 
opening,  an  instance  of  the  replaceability  of  Rococo  forms, 
and  the  style's  lack  of  solicitude  for  the  intellect. 

Rococo  constructional  features  are  often,  in  this  sense, 
temporary,  prevented  from  contributing  to  a  unified  im- 
pression by  a  decentralised  and  diffused  kind  of  organ- 
isation, compartmentalised,  loosely  strung,  episodic.  Other 
images  of  the  momentary  are  often  combined  with  these 
grottos  like  the  carved  water  which  drips  down  toward  us 
and  toward  the  font  from  the  font  canopy  at  Ottobeuren.  and 
like  the  more  vigorous  spout  from  the  pulpit  at  Wies  (No.  3), 
a  grotto  which  enclosed  the  preacher  and  depicted  in 
silvered  gushes  the  spring  of  truth  his  eloquence  spread  in 
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2.  Kloster  Schaftlarn,  1 754/6,  by  J.  B.  Zimmermann,  choir  balcony  at  right. 

Colour.  Fresco  of  the  empty  throne,  Wieskirche.  completed-!  757  by  J-  B.  Zimmermann. 
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4.  Amalienburg.  I  7  54/9,  detail  of  decoration  showing  nets  and  fountains,  design  by  F.  Cuvil 


3.  Pulpit.  Wieskirche. 
c.  1756. 

by  J.  B.  Zimmermann. 


wider  circles.  This  metaphor  for  heavenly  inspiration  is 
surprisingly  terrene,  even  subterranean,  because  though 
the  water  falls  naturally  from  above,  the  source  is  massive 
rocks  glittering  with  bits  of  mirror,  not  the  sky.  suggesting 
the  mentality  which  Knds  landscape  the  most  moving  mani- 
festation of  divine  power. 

When  these  natural  themes  are  translated  into  more 
explicit  imagery  they  emerge  in  the  fountains  and  fronds 
repeatedly  embossed  in  plaster  in  the  Spiegelsaal  at 
Amalienburg  (No.  4),  dehumanised  and  hence  to  a  degree 
abstract  representations  of  energy.  In  freezing  fluid  forms 
and  putting  a  gilding  on  chaos,  as  it  does  pre-eminently  here 
and  in  the  Festsaal  in  the  Schaetzler  palace.  Augsburg, 
Rococo  denatures  the  natural  only  in  order  to  make  the 
moment  of  release  perpetual  and  thus  to  turn  it  into 
refreshment.  Through  this  representation  of  endlessness 
without  exhaustion  Rococo  finds  a  means  of  approaching 
the  superhuman  again,  in  idealisations  of  very  simple 
processes. 

From  the  perspective  of  most  other  religious  art  it  appears 
that  Rococo  simply  pastoralises  the  spiritual,  and  represent- 
ing Holy  Communion  through  children  picking  grapes,8 
babyfies  it  as  well.  It  is  true  there  are  some  odd  impulses  in 
this  direction,  like  the  fourteen  Stations  of  Christ's  Passion 
built  into  a  hillside  at  Wiirzburg  as  a  series  of  garden 
pavilions  tilled  with  theatrical  sculpture;9  and  the  most 
successful  ceiling  frescoes  of  the  period,  by  J.  B. 
Zimmermann,  put  at  the  centre  the  eighteenth-century 
garden  and  the  empty  throne  instead  of  peopled  scenes 
(colour). 

The  emptiness  of  Zimmermann's  frescoes  is  partly  a  real 
emptiness,  a  desire  for  less  overbearing  concentrations  of 
meaning,  and  partly  the  emptiness  of  anamorphic  painting. 
For  he  above  all  German  painters  has  discovered  that  the 
ceiling  figures  are  condensed  when  seen  from  the  other  end 
of  the  church  and  dark  colours  further  darkened,  so  that  his 


lax  compositions  and  pale  colours  are  designed  to  intensify 
when  seen  as  they  often  are  from  a  distance.  But  they  also 
operate  like  the  expanses  of  empty  white  wall  found  below 
their  zone,  to  decrease  the  pressure  of  the  monumental 
building.  The  inversion  of  the  German  Rococo  which 
neglects  the  exterior,  enriches  high  and  peripheral  areas, 
and  leaves  main  structural  members  relatively  free  of 
decoration,  represents  a  relaxation  rather  than  a  challenge. 

This  emptiness,  which  feels  like  simplicity,  is  highly 
cultivated;  likewise  in  the  Rococo  cult  of  nature  licentious- 
ness can  be  made  to  feel  like  spontaneity.  The  Rococo  is 
almost  exclusively  the  style  of  certain  interiors  because 
civilisation  becomes  so  all-sufficient  that  one  need  never  go 
outside  again.  The  represented  fronds  and  spouts  are  more 
graceful,  varied,  and  surprising  than  anything  outside  and 
turn  thought  away  from  their  vegetable  models,  hence  the 
frequent  comparison  of  this  plasterwork  representing  a 
natural  paradise  to  food  and  especially  to  the  edible  as 
decorative,  confection  or  pastry.  Instead  of  substituting  the 
landscape  for  the  heavenly  world  Rococo  has  elevated  its 
own  capacity  to  reconceive  reality  and  may  choose  pines 
and  streams  partly  because  their  formlessness  allows  for  a 
lot  of  intervention. 

What  we  call  secularisation  may  be  an  enrichment  of 
discourse  which  follows  long  after  an  established  loss  of 
meaning,  decorative  railings  being  interesting  forms  hit  on 
to  fill  a  vacuum.  It  is  hard  to  decide  whether  they  were 
thought  of  as  making  the  church  look  like  something  else, 
whether  they  represented,  or  were  simply  forms.  Because 
they  are  so  fully  characterised  this  last  seems  unlikely,  but 
perhaps  they  provide  the  setting  for  ideal  not  literal  spec- 
tators, as  if  the  ballroom  raised  to  a  higher  power  were  a 
metaphor  which  helped  explain  the  church.  Still,  such 
efforts  to  make  the  church  comfortable  and  understandable 
are  gradually  depriving  it  of  its  transcendence  of  everyday 
life. 
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A  related  process  to  the  one  which  energises  churches  by 
likening  them  to  ballrooms  or  garden  pavilions  can  be 
traced  in  the  treatment  of  secular  myths.  Garden  statues  like 
Ferdinand  Dietz's  Athena  leading  a  child  (No.  5)  show  the 
surprising  Rococo  conflation  of  the  boudoir  and  the  world  of 
heroism.  Though  she  wears  a  soldier's  cloak  and  armour 
underneath,  the  goddess  looks  like  a  Gainsborough  lady,  her 
martial  dress  ruffled  almost  to  ribbons  and  silk.  This  sculptor 
will  not  choose  between  the  two  worlds,  but  stays  poised 
between  them,  adapting  heroic  scale  and  stride  to  intimate 
uses,  portraying  a  motherly  hero.  Yet  we  feel  a  slight 
separation  between  the  wearer  and  the  clothes,  between  the 
person  and  the  moment,  its  precariousness  its  charm,  for 
myth  cannot  remain  forever  on  the  point  of  abjuring  its 
standoffishness  and  laying  down  its  shield. 

5.  Ferdinand  Dietz.  Athena  leading  a  child,  sandstone  garden 
sculpture,  from  Schloss  Seehof  near  Bamberg. 
Height:  205  cm. 

Germanisches  Nationalmuseum,  Niirnberg. 


6.  F.  Dietz.  Diana,  garden  sculpture. 
1754/5,  from  Schloss  Seehof. 
Bayerisches  Nationalmuseum,  Munich. 
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When  the  process  has  gone  a  little  farther  and  the  gods 
turned  into  grinning  peasant  children  (in  other  statues  for 
|  the  garden  of  Schlciss  Seehof  near  Bamberg)  who  keep  the 
divine  insignia,  the  fun  of  the  metamorphosis  is  almost 
finished.  The  fact  that  Rococo  mockery  and  grotesque  is 
gentler  than  that  of  earlier  centuries  does  not  make  it  as  we 
might  expect  more  reversible  but  less,  because  it  does  not 
stand  apart  so  clearly  as  a  deformation  of  normal  impulses. 
I  Belittling,  which  occurs  in  many  forms  in  the  art  of  this 
century,  in  furniture,  in  the  size  of  rooms,  and  in  the 
amusements  of  monarchs,  began  as  an  attempt  to  make  the 
sources  of  power  approachable  and  accessible  again,  but  the 
diminutions  could  not  be  undone  as  easily  as  they  had  been 
instituted  and  re-enlargement  in  Neo-classicism  was 
achieved  convulsively. 

But  if  it  lowers  myth.  Rococo  also  raises  everyday  life  or 
lends  a  transforming  glamour  to  some  of  its  activities. 
Gersaint's  signboard  by  Watteau1 1  is  an  archetypal  Rococo 
painting  in  spite  of  the  colours,  based  on  the  grey  pavement 
and  grey  picture-hung  walls,  and  in  spite  of  the  commercial 
subject,  because  of  idyllic  poses  and  dance-like  gestures 
which  stand  out  even  more  here  than  in  his  more  usual 
dream-like  settings.  In  this  painting  and  in  the  Rococo  style 
lounging  becomes  respectable  or  becomes  the  sufficient 
subject  by  an  odd  accretion  of  meaning.  What  the  act  really 
signifies  is  perhaps  easiest  to  see  in  porcelain  groups.  All  the 
importance  traditionally  accorded  to  the  period's  porcelain 
can  be  justified  intellectually,  if  not  aesthetically,  because  if 
we  want  the  feelings  which  inhere  in  the  decoration,  this  is 
where  we  find  them  represented. 

Some  of  the  most  interesting  productions  of  the  factories 
at  Nymphenburg  (No.  7)  give  a  clearer  correspondence 
between  the  curves  and  human  activities  than  other  forms 
because  they  show  them  on  the  same  scale,  show  a  swain 
who  exactly  fits  an  outcropping  of  fretwork.  The  mood  of  all 
these  pieces  is  surprisingly  consistent  the  figures  roused 
from  a  heavy  languor  only  by  a  few  stimuli,  the  man  in  the 
piece  illustrated  stirring  himself  in  order  to  look  up  the  girl's 
skirt  while  she  douses  herself  with  water  from  a  fountain. 


i 


9.  After  Ignaz  Gunther.  Sketch  of  a  pulpit. 
Graphische  Sammlung,  Munich. 

The  two  spills  of  the  water  are  a  multiplication  but  also  an 
interruption  and  the  man  who  takes  a  liberty  also  observes  a 
boundary,  like  the  voyeur  in  Fragonard's  treatment  of  the 
same  theme.12  The  curves  invite  sprawling  and  stretching 
which  end  in  a  sexual  unstringing,  but  the  desires  admitted 
remain  suspended  as  if  hypnotised,  the  Rococo  ideal  one  of 
staying  on  the  verge  of  quenching  one's  thirst. 

The  smallest  Rococo  form  develops  its  meaning  most 
explicitly  and  people  living  on  this  harmless  scale  among 
rocaille  can  give  way  more  safely.  As  a  substance  and  as  a 
conceit  porcelain  satisfies  some  impulses  of  the  style  better 
than  any  other  form.  It  is  blatantly  synthetic,  not  natural, 
with  a  baffling  absence  of  texture,  cold  and  hard  yet  frail.  Its 
whiteness  seems  somehow  indecent  and  exposed,  like  flesh 
which  has  never  been  outside.  In  spite  of  its  inflexibility  in 
certain  directions,  pavilions  can  be  realised  in  porcelain 
which  are  the  envy  of  architects  (No.  8).  More  than  some 
periods  the  Rococo  gravitated  toward  fantastic  buildings 
which  could  never  be  built  and  some  of  its  most  interesting 
structures,  the  altarpieces  of  Ignaz  Gunther  ( No.  9 )  are  more 
successfully  illustrated  by  drawings  than  photographs  or 


8.  Plaster  model  of  a  pavilion,  perhaps  for  execution  in  porcelain, 
c.  1750.  Bayehsches  Nationalmuseum,  Munich. 
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i  realisation.13  The  same  has  been  said  with  some 
of  the  sketches  for  ceiling  frescoes  and  altar  paint- 
ings, and  the  greatest  painter  of  the  German  Rococo, 
Maulbertsch.  is.  like  Tiepolo,  most  alive  when  small  and 

preliminary. 

The  lack  of  the  usual  dominance  by  the  important  genres 
has  even  led  to  theories  that  Rococo  had  its  origins  in 
porcelain  ornament,  which  reflects  confusions  the  style 
practices  between  the  minor  arts,  where  more  fanciful 
results  are  possible,  and  the  major  ones  of  architecture  and 
sculpture,  where  it  reproduces  effects  formerly  reserved  for 
the  miniature  forms,  ending  in  a  mutual  reflection  that 
makes  both  large  and  small  feel  more  fully  determined  and 
more  completely  imitations. 

There  existed  whole  buildings  covered  in  porcelain  plates 
like  the  one  in  the  Grand  Trianon  at  Versailles  and  there  are 
still  some  which  bring  the  indoors  outdoors  and  make  the 
world  one  upholstered  living  space,  like  the  facade  of  the 
Asamkirche  in  Munich  with  its  dangling  ribbons,  edible 
colours,  and  happy  loungers.  But  the  most  dazzling  example 
of  the  principles  of  porcelain  carried  over  onto  a  larger  scale 


is  the  large  shri  in  the  middle  of  the  nave  at 
Vierzehnheiligen  (P  ).  10)  which  commemorates  the  vision 
of  the  fourteen  Nothilfers  that  occurred  in  the  middle  of  a 
farmfield,  which  now  holds  one  of  the  largest  eighteenth- 
century  churches  in  Germany.14 

Placement  of  the  shrine  in  front  of  the  crossing  exemplifies 
Rococo  efforts  to  interpose  intermediary  objects  which 
break  up  the  unity  of  space.  Simply  by  standing  forward  it 
interferes  more  with  the  view  than  Bernini's  baldacchino.  the 
inevitable  comparison,  but  by  its  development  of  rocaille 
curves  it  achieves  a  further  appearance  of  impermanence  - 
that  of  a  coach  temporarily  halted  -  encouraged  by  the  loose 
resemblance  of  the  lower  curves  to  carriage  springs  and  by 
the  large  holes  which  come  just  where  its  wheels  would  be. 
Here  the  flimsy  deserted  forms  of  the  rocaille,  removed  from 
their  original  marine  setting,  approach  at  times  the  extra- 
vagant awkwardness  which  forms  a  subject  by  itself  in  the 
Rococo,  whose  grace  in  its  most  interesting  forms  triads  the 
edge  of  ugly  distortion  as  it  pursues  the  curl  for  its  own  sake, 
and  views  simple  continuities  as  failures  of  invention.  In  the 
work  of  the  Zimmermanns  impossible  conglomerations  of 


[O.  Gnadenaltar.  Vierzehnheiligen.  1764. 


I  1 1.  Mirror-hall.  Amalienburg.  1734/9. 

I  curves  tending  to  grossness  assume  a  masculine  plasticity. 

i  but  here  the  various  reversals  co-operate  to  form  a  light 

:  symmetrical  canopy  which  puts  out  swaying  feelers  dia- 

1  gonally  at  the  corners. 

The  structure  is  mottled  or  marbled  like  a  page  (its 

1  substance  plaster  not  marble,  though  polished  like  stone)  in 

j  turquoise  turning  to  blue-grey,  in  ochre,  cream,  and  bruise- 

j  purple,  but  the  main  decorations,  fourteen  small  figures  of 
the  saints,  are  glassy  white  like  a  china  glaze.  The  structure 
could  support  larger  figures  and  in  the  Baroque  it  would 

j  have,  but  their  smallness  avoids  giving  the  vision  a  grossly 
substantial  air.  while  its  main  effect  is  to  concentrate  our 
attention  on  the  unfilled  space  beneath  the  canopy,  for  this 
is  a  shrine  which  contains  nothing  but  shaped  air.  The 
ultimate  hoax  or  delicacy  of  the  Rococo  is  to  solemnise  a 
breeze,  to  evaporate  as  we  close  in  to  fix  it,  showing  only 
distorted  views  of  the  main  altar  through  itself,  acting  finally 

i  as  a  lens  or  frame  to  a  further  perspective. 

Mirrors,  of  course,  are  the  Rococo  equipment  used  to 
confirm  the  view  beneath  the  surface  here  of  the  style  as 
unserious.  preaching  illusion  and  spreading  scepticism.  But 
before  accepting  these  devices  as  dissolvers.  as  easy  lessons 
in  insubstantiality.  one  should  look  closely  at  a  room  like  the 

I  Spiegelsaal  at  Amalienburg  where,  it  is  true,  windows  and 
mirrors  are  confusingly  alternated  as  if  to  confound  the  true 

1  with  the  false.  Here  vision  is  fragmented  not  dissolved. 

1  Rococo  surfaces  only  seem  to  be  transparent,  nets  are  not 
really  windows,  mirrors  are  not  other  worlds,  so  the  space 
gained  is  imaginary  not  real,  a  superficial  multiplication  of 

I  images  not  perspectives.  The  result  of  all  the  Rococo's 
striving  to  please  and  to  comfort  is  uneasy,  as  the  soothing 

j  blue  in  this  room  somehow  mimics  the  silver,  becomes 
irritatingly  like  another  version  of  silver,  just  as  the  erotic 

;  statues  in  Fragonard's  gardens  slyly  mirror  the  human 
actions  which  have  not  yet  occurred. 


NOTES 

1 .  The  boundaries  of  Rococo  in  Germany  are  usually  fixed  at 

1 720-1 760.  but  see  H.-R.  Hitchcock.  Rococo  Architecture  in 
Southern  Germany'.  London.  1968.  pp.  1-1 7.  on  the  dating.  The  best 
short  treatment  of  international  Rococo  is  H.  Sedlmayr  and  H.  Bauer. 
Rococo'.  Encyclopedia  of  World  Art'.  Vol.  XII,  New  York.  1966. 

2.  The  spirit  of  this  last  phrase  is  approximately  right  for  Germany  too 
even  if  some  of  the  spaces  are  more  monumental  in  scale  than  the 
French  ones. 

3.  The  small  church  at  Schaftlarn.  twenty-five  kilometres  south-west  of 
Munich,  was  decorated  in  stucco  and  fresco  by  |.  B.  Zimmermann  at 
the  end  of  his  life.  1754/6. 

4.  Two  examples  of  early  Rococo,  both  recently  restored  after  extensive 
damage;  the  second,  built  by  ).  M.  Fischer  and  decorated  by  the  Asams. 
was  consecrated  in  1737. 

5.  The  Amalienburg.  1  7  34/  9.  was  the  last  of  four  pavilions  erected  in  the 
gardens  at  Nymphenburg  on  the  outskirts  of  Munich.  The  architect 

F.  Cuvillies  designed  the  decoration  which  was  carried  out  by 

J.  B.  Zimmermann  (stucco)  and  ].  Dietrich  (wood).  It  was  built  as  a 
resting  place  from  the  pheasant-hunt  and  includes  niches  for  the  dogs. 

6.  Ottobeuren.  near  Memmingen.  one  of  the  most  imposing  churches  of 
the  period,  occupied  a  series  of  architects,  culminating  in  ).  M.  Fischer. 
The  altars  by  J.  Christian  are  of  c.  1 760. 

7.  Wies  in  an  impressive  isolated  situation  near  Steingaden  is  the 
grandest  church  by  the  Zimmermanns.  built  1 746-1  75  7  and 
decorated  near  the  end  of  this  period.  \.  B.  Zimmermann  responsible 
for  the  pulpit. 

8.  This  motif  dominates  the  cornice  of  the  choir  at  Vierzehnheiligen. 

9.  Leading  up  to  the  Kappele.  a  small  work  of  B.  Neumann. 
The  sculptures  by  P.  Wagner.  1  760s. 

10.  At  Steinhausen  c.  1  730  and  Wies  c.  1  75  s  respectively,  where  working 
with  his  brother  he  must  have  been  least  constrained.  The  garden  is 
plainly  labelled  hortus  conclusus  and  the  throne  an  old  image  of  Christ  's 
ineffable  majesty,  but  neither  of  them  has  a  very  allegoric  appearance 
as  executed. 

1 1.  Schloss  Charlottenburg.  West  Berlin. 

1 2.  The  Swing.  Wallace  Collection.  London,  w  hose  catalogue  gives  the 
amusing  story  of  its  commissioning. 

1  3.  See  the  fully  illustrated  monograph  on  Gunther'  as  a  draughtsman: 

G.  Woeckel.  Tgnaz  Gunther'.  Munich  1975. 

14.  Vierzehnheiligen  near  Lichtenfels  looks  across  the  River  Main  to  the 
abbey  of  Banz  on  the  other  side  of  the  valley.  It  is  B.  Neumann  's 
largest  church,  built  1  743-1  763.  The  shrine.  1  764.  designed  by 
J.  J.  M.  Kiichel.  carried  out  by  ).  M.  (11)  Feichtmayr. 

Robert  Harbison  has  written  'Eccentric  Spaces',  published  this 
month  by  Andre  Deutsch.  which  explores  the  connection 
between  ideas  and  objects  as  revealed  in  architecture,  gardens 
and  paintings.  He  has  been  awarded  a  Guggenheim  Fellowship. 
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I.  The  Charge  to  Peter,  tapestry,  signed  at  lower  right  edge 't.  l.  febvre  f.'  Palazzo  Ducale.  Urbino. 


Cardinal  Mazarin 

and  the 
Earl  of  Pembroke's 
tapestries 

Wendy  Hefford 

The  collection  of  a  connoisseur  and  patron  of  the  Arts  in  the  seventeenth  century  was  not  complete 
without  a  set  of  tapestries  woven  after  Raphael's  admired  cartoons  of  the  Acts  of  the  Apostles. 
Cardinal  Mazarin,  a  collector,  one  might  say,  par  Eminence,  had  at  least  three  of  these  sets  at  the  time 
of  his  death  in  1661.  He  seems  to  have  lost  six  tapestries  of  the  Acts  when  his  goods  in  Paris  were 
seized  during  the  troubles  of  the  Fronde.1  In  1653  Mazarin  hoped  to  acquire  a  sixteenth-century 
Flemish  set  from  the  protracted  sale  which  followed  the  execution  of  Charles  1.  The  Cardinal  was 
negotiating  his  purchases  through  Antoine  de  Beauvais.  envoy  and  later  ambassador  in  London.  In 
October  1653  the  unfortunate  de  Beauvais  wrote  to  confess  a  failure:  'Una  hen  estefait  sur  les  tap- 
isseries . . .  celle  des  Apostres  a  este  acheptee  des  le  commencement  de  la  republique  par  I'ambassadeur 
d'Espagne,  et  il  ne  reste  que  quelques  pieces  modernes  faictes  a  Londres  apres  les  autres'. 
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2.  The  Charge  to  Peter,  tapestry,  Mortlake  mark  and  cipher  'ips'  lower  right  corner.  Boughton  House,  Northamptonshire. 


Mazarin's  characteristic  response  was  to  make  certain 
of  other  opportunities.  'Pour  la  tapisserie,  j'eusse  fort 
souhaite  celle  des  Actes  des  Apostres  et  celle  d'Abraham, 
mais  si  la  premiere  est  vendue,  il  faudra  bien  rebattre  sur 
l'autre  et  l'avoir  au  meilleur  prix  qu'il  se  pourra,  mais  ne  la 
laissez  pas  echapper  .  .  ,'.2  He  compensated  for  his  loss  by 
acquiring  some  of  those  new  tapestries  of  the  Acts  of  the 
Apostles  made  at  Mortlake  which  de  Beauvais  mentioned. 
Mazarin  may  already  have  owned  three  pieces  of  English 
manufacture,  for  they  are  mentioned  in  his  inventory  of 
September  to  November  165 3. 3  Between  1653  and  his  will 
and  inventory  of  166 1 4  two  other  English  sets,  numbering 
four  and  seven  pieces,  were  added  to  his  collection. 

Monsieur  de  Beauvais  had  been  wrong  in  stating  that 
these  English  Acts  were  made  after  the  earlier  tapestries;  for 
their  cartoons  were  drawn  directly  from  the  seven  surviving 
cartoons  by  Raphael  purchased  by  Charles  1  for  copying  in 
the  Mortlake  factory.  This  gave  the  English  tapestries  a 
decided  advantage  over  other  seventeenth-century  weav- 
ings  of  the  subject.  Mazarin  nevertheless  patronised  a 
French  tapestry  workshop;  for  he  bequeathed  to  his  young 
nephew,  the  Marquis  Mancini,  la  tenture  de  tapisserie  des 
Actes  des  Apotres,  fabriquee  a  Paris,  oil  sont  les  armes  de 
Son  Eminence'.5 

With  the  exception  of  one,  possibly  two  pieces,  these 
French  tapestries  are  now  the  property  of  the  Italian  State 
and  hang  in  the  Palazzo  Ducale,  Urbino.  They  are  identified 
by  the  arms  of  the  Cardinal  in  the  top  border  and  by  the 
signature  on  some  of  the  pieces  of  Jean  Lefebvre,  director  of  a 
tapestry  workshop  in  Paris. b 


It  is  the  border  design  which  first  causes  a  feeling  of 
unease  about  the  apparently  straightforward  attribution  of 
all  the  Urbino  Acts  of  the  Apostles  to  the  workshop  of  Jean 
Lefebvre  (No.  1 ).  The  coat  of  arms  is  set  in  a  cartouche  flanked 
by  cherubs'  heads  on  an  architrave  hung  with  gilded  swags 
of  fruit.  To  either  side,  the  architrave  is  supported  by  a 
caryatid  in  profile  on  a  pedestal  formed  of  a  grotesque  mask. 
A  simple  sill  completes  the  border  with  a  scriptural  reference 
in  a  central  frame.  The  only  other  known  example  of  this 
border  surrounds  a  set  of  English  Acts  of  the  Apostles  at 
Boughton  House  (No.  2).  These  tapestries  have  the  arms  of 
Philip  Herbert,  fourth  Earl  of  Pembroke  from  1630  to 
1649/50,  the  Mortlake  mark  and  cipher  of  the  letters  'ips', 
and  the  cipher  of  Sir  Francis  Crane,  entrepreneur  of  the 
Mortlake  factory,  who  died  in  1636.7  Instances  of  the 
English  pirating  French  designs  for  tapestry  borders  in  the 
seventeenth  century  cause  no  surprise;  but  the  reverse 
would  be  unparalleled,  and  Lefebvre's  workshop  in  the 
Tuileries  was  not  set  up  until  1647.  His  Acts  of  the  Apostles 
with  Mazarin's  arms  could  not  have  been  made  before  1653 
or  they  would  have  been  included  in  the  very  detailed 
inventory  of  that  year. 

The  explanation  of  this  anomaly  lies  in  Mazarin's  in- 
ventories and  in  closer  examination  of  the  tapestries  at 
Urbino.  In  1653  Mazarin  owned  only  three  pieces  of  the 
Apostles  with  borders  described  as  'ayant  une  frize  de  termes 
et  festons  par  les  costez,  et  par  haut  de  festons  seulement.  et 
au  milieu  un  escusson  des  armes  d'Angleterre'.  Apart  from 
the  English  arms,  this  description  could  apply  to  the  borders 
of  the  Urbino  tapestries.  The  subjects  of  the  three  English 
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'  \  ,  I.  MAZARIN  AND  THE  EARL  OF  PEMBROKE  S  TAPESTRIES 


j.  The  Healing  oj  the  Lame  Man.  tapestry.  Mortlake  mark  and  cipher  'ips'.  Palazzo  Dinah1.  Urbino. 


pieces  were  given  as  'Le  miracle  St.  Pierre  et  St.  Jean'.  *La 
predication  St.  Paul'  and  'Le  sacrifice'.8  Looking  at  the 
tapestries  in  the  Palazzo  Ducale,  three  have  the  signature  of 
Jean  Lefebvre,  one  is  unsigned,  and  the  very  three  subjects 
named  in  the  inventory  have  both  the  Mortlake  mark  and 
the  cipher ips'  found  on  many  of  the  finest  English  Acts  of  the 
Apostles  (Nos.  3-5). 

Comparison  of  these  three  pieces  with  the  Lefebvre 
tapestries  shows  that  the  unsigned  piece  is  also  French.  The 
English  tapestries  are  correctly  woven  in  reverse  of 
Raphael's  cartoons,  as  was  intended  in  the  original  set  of 
tapestries  for  the  Sistine  Chapel.  The  other  pieces  with 
Mazarin's  arms  depict  the  scenes  woven  in  the  same 
direction  as  the  cartoons.  The  tapestries  made  in  Paris  copy 
certain  details  from  earlier  Brussels  tapestries,  such  as  the 
star-spangled  robe  of  Christ  in  The  Charge  to  Peter  {No.  1  ):the 
English  tapestries  are  more  strictly  copied  from  the  original 
cartoons.4  Differences  extend  even  to  the  borders.  The 
cherubs'  heads  in  the  three  marked  English  pieces  are  plump 
and  pouting;  in  all  the  others  they  have  a  pinched,  gamin 
look.  The  three  English  pieces  show  two  basically  different 
designs  for  the  swags  of  fruit  in  the  top  border:10  the  French 
pieces  at  Urbino  copied  the  border  of  The  Sacrifice  at  Lystra  in 
reverse  of  the  prototype  (Nos.  1  and  5).  In  the  French 
tapestries  the  exact  scriptural  reference  is  missing  from  the 
inscription.1 1 


Clearly  Cardinal  Mazarin.  baulked  of  obtaining  a 
sixteenth-century  Acts  of  the  Apostles  and  not  content  with  a 
mere  three  pieces  to  represent  this  most  famous  series  of 
designs,  had  the  English  arms  in  the  border  of  his  three 
tapestries  removed  or  covered  by  his  own.  and  commis- 
sioned Lefebvre  to  weave  the  missing  subjects  of  the  set  in 
matching  borders.  The  overwhelming  French  presence  has 
disguised  the  English  pieces  ever  since. 

Given  that  the  only  other  tapestries  known  to  have  been 
made  with  these  borders  are  the  Acts  at  Boughton  with  the 
arms  of  the  Earl  of  Pembroke,  may  the  arms  which  Mazarin 
supplanted  have  belonged  to  Philip  Herbert? 

The  Acts  of  the  Apostles  woven  at  Mortlake  usually 
comprised  eight  subjects,  seven  taken  from  the  surviving 
cartoons  of  Raphael  and  an  additional  subject  designed  and 
made  only  in  England.  The  Death  of  Sapphira.  There  was  no 
reason  why  a  full  set  should  have  been  woven  for  each 
commission:  the  Earl  of  Holland  bought  only  five  pieces  in 
16^9.  It  has  therefore  never  been  queried  whether  the  five 
tapestries  with  the  Pembroke  arms  at  Boughton  House 
originally  belonged  to  a  complete  set  of  eight:  especially 
since  they  were  recorded  numbering  five  as  early  as  the  end 
of  that  century  in  an  inventory  of  Ralph.  Earl  of  Montagu. 
The  Boughton  set  includes  The  Death  of  Sapphira  -  which 
might  have  indicated  that  all  eight  subjects  were  originally 
woven  -  and  lacks  The  Healing  of  the  Lame  Man.  The  Preaching 
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int  Paul  and  The  Sacrifice  at  Lystra.  These  are  precisely 
■  ejects  which  Mazarin  owned  in  1653. 

How  did  the  Cardinal  come  by  three  pieces  of  Pembroke's 
tapestries?  Presumably  the  Earl  had  intended  his  set  of  eight 
to  adorn  Wilton  House,  rebuilt  on  a  palatial  scale  in  the 
1 6 30s.  The  fire  of  1648.  necessitating  much  redecoration  of 
Wilton,  followed  by  the  death  of  the  Earl  in  January 
1649/50.  probably  led  to  the  sale  of  the  tapestries.  Mazarin, 
with  an  eye  to  Charles  i's  collection,  no  doubt  had  an  agent 
in  England  before  the  arrival  of  Monsieur  de  Beauvais.  He 
must  have  come  too  late,  however,  for  the  other  five  pieces  in 
the  set,  already  perhaps  in  the  possession  of  the  Montagu 
family:  for  if  more  had  been  available,  Mazarin  would  surely 
have  acquired  them. 

The  Pembroke  Acts  of  the  Apostles  were  made  in  that  all 
too  short  period  between  1620  and  1640  when  English 
tapestry  could  compete  with  and  even  surpass  the  best 
produced  in  Flanders  or  in  France.  Few  of  the  finest  Mortlake 
tapestries  survived  the  disturbances  of  Civil  War  and 
Commonwealth  with  the  dispersal  of  royal  and  royalist 
collections.12  The  addition  of  three  pieces  to  the  survivors  is 
therefore  no  small  matter.  Their  discovery,  however,  is  also 
of  importance  in  indicating  that  a  completely  different  set  of 
Mortlake  tapestries  once  existed. 

Now  that  the  original  dimensions  of  the  Pembroke  Acts 
can  be  estimated,  it  is  necessary  to  look  again  at  a  document 
which  has  been  associated  with  the  set.13  In  January 
1 6  3  7/8  a  warrant  was  issued  for  the  Mortlake  factory  to  sell 
to  the  Earl  of  Pembroke  'one  suit  of  hangings  of  the  Story  of 
St.  Paul,  containing  306^  ells  of  Flemish  measure'.14 


However  unlikely  it  night  seem  that  a  direct  order  from 
Crown  to  factory  sh  lid  misname  the  most  famous  set  that 
Mortlake  produced,  there  was  no  denying  that  the  five  Acts 
at  Boughton,  fourteen  feet  two  to  three  inches  high,  came 
very  close  to  the  square  measure  given  for  the  Story  of  Saint 
Paul.  The  existence  of  the  three  Mazarin  pieces  puts  all 
doubts  aside.  The  three  tapestries  at  Urbino  are  some  fifty- 
eight  feet  in  width,  making  the  whole  set  half  as  large  again 
as  the  measurement  of  the  Story  of  Saint  Paul.  The  two  sets 
cannot  have  been  the  same. 

The  Pembroke  Acts  unfortunately  lose  a  documented 
dating;  but  the  Mortlake  factory  gains  evidence  of  work  not 
previously  shown  to  be  distinct  from  Raphael's  designs.  The 
Mortlake  Story  of  Saint  Paul  was  probably  taken  from  the 
superb  sixteenth-century  Brussels  series  designed  by  Pieter 
Coecke  van  Aelst.  The  Brussels  set  of  Charles  1  at  Hampton 
Court  measured  613  ells.  Pembroke's  Mortlake  set  of  only 
306I  ells  probably  omitted  some  of  the  nine  main  subjects 
and  most  of  the  subsidiary  scenes.  Possibly  his  Saint  Paul  was 
intended  to  supplement  his  Acts  of  the  Apostles,  and  may 
even  have  been  made  in  a  matching  border,  as  were  early 
seventeenth-century  sets  of  the  same  two  series  owned  by 
the  Spanish  Crown. 

By  a  coincidence,  Mazarin  also  had.  a  set  of  Saint  Paul 
copied  in  Lefebvre's  workshop:  but  the  evidence  of  the 
inventories  indicates  that  the  original  was  a  Brussels  set  of 
nine  pieces,15  and  nothing  suggests  that  Mazarin  had 
English  tapestries  of  this  name.  Had  he  done  so,  Saint  Paul 
might  have  gone  with  the  Apostles  to  Urbino  and  been 
preserved. 


NOTES 

1.  G.  J.  de  Cosnac,  'Mazarin  et  Colbert'.  Paris.  1892,  pp.  322-323. 
published  a  letter  of  8  September  1652.  in  which  Colbert  had  vague 
hopes  of  recovering  these  tapestries  for  the  Cardinal.  Presumably  the 
attempt  was  unsuccessful,  as  the  set  is  not  mentioned  in  later  inventories. 

2.  Letters  of  M.  de  Beauvais  and  Cardinal  Mazarin  published  in  G.  J.  de 
Cosnac.  Les  richessesdu  Palais  Mazarin',  Paris,  1884,  pp.  186  and  194. 

3.  Henri  d'Orleans  (ed.).  Tnventaire  de  tous  les  meubles  du  Cardinal 
Mazarin.  Dresse  en  1653,  et  publie  d'apres  l'original,  conserve  dans  les 
Archives  de  Conde'.  London.  1861. 

4.  The  l6'6l  inventory  (Paris.  Bibliotheque  nationale.  Melanges  Colbert 
no.  75)  was  partly  published  in  G.  J.  de  Cosnac.  'Les  richesses  du  Palais 
Mazarin  .  Paris.  1884.  pp.  277-411. 

5.  G.  J.  de  Cosnac.  'Mazarin  et  Colbert'.  Paris,  1892,  p.  457.  The  complete 
will  (Paris.  Bibl.  nat.  fonds  francais  23347)  's  published  pp.  441-479. 

6.  Seven  Acts  of  the  Apostles  are  at  Urbino.  The  Stoning  oj  Saint  Stephen,  in  the 
same  border,  with  the  arms  of  Mazarin  and  signed  by  Jean  Lefebvre.  was 
sold  at  Sotheby's  1  July  1977.  A  full  set  of  the  nine  subjects  usually 
woven  in  Flanders  and  France  would  have  included  a  Conversion  of  Saint 
Paul. 

7.  Illustrated  in  A.  F.  Kendrick.  'Tapestries  in  the  possession  of  the  Duke  of 
Buccleuch.  K.T..  Ill,  The  Acts  of  the  Apostles',  in  Old  Furniture,  Vol.  VI, 
1929.  pp.  9-17. 


8.  Henri  d'Orleans  (ed.).  Tnventaire  ...  1653'.  op.  fit.,  p.  129. 

9.  Luigi  Serra,  Tl  Palazzo  Ducale  et  la  Galleria  Nationale  di  Urbino'.  Rome, 
1930,  pp.  25-27.  noted  the  reversal  of  the  three  scenes  and  the  superior 
qualities  of  these  three  tapestries:  Si  ha.  quindi.  una  piu  genuina 
manifestazione  dell'arte  raffaellesca'.  But  he  did  not  speculate  on  the 
reason  for  these  differences,  nor  notice  the  Mortlake  marks. 

10.  The  similar  borders  at  Boughton  also  have  swags  which  vary  in  design 
from  piece  to  piece. 

11.  Lefebvre's  references  all  read  simply  act.apost.cap.'.  even  for  the  two 
Gospel  texts:  amazingly  careless,  considering  his  client. 

12.  Pembroke's  collection  did  not  suffer  in  this  way.  for  he  was  a  Parliament 
man. 

1 3.  Margaret  Whinney  and  Oliver  Millar.  'English  Art  1 625-1 714'.  Oxford. 
!957.P-  1 27.  footnote  2. 

14.  Cal.  St.  P.  Dom.  1637/38  20  January  (p.  137). 

1  5.  Henri  d'Orleans  (ed.).  Tnventaire  ...  1653  .  op.  fit.,  pp.  121  -122. 


Photographs:  Nos.  I.  3.  4.  and  5:  Gallerie  Nazionale  delle  Marche: 
No.  2:  His  Grace  the  Duke  of  Buccleuch. 
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The  exhibition  of  silver  held  in  1975  at  the  Fitzwilliam  and  Victoria  and  Albert  Museums  was 
especially  welcome  for  it  is  seldom  possible  to  see  the  choicest  plate  of  several  Colleges  together  in 
one  place.1  Most  of  the  plate  was  given  by  the  Founders  or  else  by  wealthy  Fellow-Commoners 
which  meant  that  the  standard  of  workmanship  was  very  high.  While  relatively  little  attention  has 
been  paid  to  the  heraldic  decoration  of  plate,  doubtless  because  most  of  it  is  post-Mediaeval  such  an 
exhibition  provides  an  excellent  opportunity  to  review  the  subject. 


Cambridge  Plate 
Six  centuries  of  heraldic  silver 

John  A.  Goodall 


The  study  of  heraldic  art  can  be  divided  into  three  periods, 
each  of  which  has  its  special  interest.  During  the  Middle 
Ages  we  witness  the  origin  of  heraldry,  a  system  of  hered- 
itary devices  identifying  the  user  normally  borne  on  a 
shield,  and  its  gradual  adoption  by  others  than  the  knights. 
While  it  was  spreading  throughout  the  social  order  the 
value  of  heraldry  for  decoration  was  early  recognised  and. 
by  the  end  of  the  thirteenth  century  it  had  appeared  on 
buildings,  in  manuscripts  and  embroideries,  and  on  plate. 
The  qualities  to  be  sought  for  when  considering  the  merit  of 
an  heraldic  design  are  those  which  generally  obtained 
during  the  Middle  Ages,  namely: 

a.  That  it  should  be  well  drawn  or  made,  with 

b.  Brightness  or  splendour  of  colour,  and 

c.  Due  proportion  or  harmony,  based  on  geometrical 
structure,  symmetry  or  the  relation  of  parts  to  the  whole: 
and,  in  the  treatment  of  living  creatures  emphasising  the 
inner  character,  the  'lionness'  of  the  lion,  rather  than  the 
naturalistic  externals. 

Space  forbids  the  development  of  these  ideas  and  their 
origins  in  the  writings  of  the  Schoolmen  and  heraldic 
authors. 


1.  Enamelled  print  with  the  arms  of  Trinity  Hall.  c.  i  352-1 362. 


2a.  Enamelled  print  inside  the  cup.  Gloucester  impaling 
Cobham  of  Sterborough.  made  after  1428. 


2b.  Enamelled  shield  set  in  the  finial  of  the  cover, 
arms  of  Thompson. 
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The  Mediaeval  love  of  colour  led  to  the  widespread  use  of 
enamel  on  plate,  especially  for  heraldic  ornaments,  and  this 
was  true  not  only  of  the  costly  drinking  cups  but  also  for  the 
prints  of  the  humbler  mazers.  The  beaker  from  Trinity  Hall 
(No.  i  ).2  made  at  Avignon  c.  i  }S^-i  362,  has  the  arms  of 
the  College  enamelled  on  the  prints  inside  the  lid  and  on  the 
inner  base  of  the  cup.  Two  standing  cups  from  Christ's 
College  show  the  arms  of  a  former  owner.  Humphrey.  Duke 
of  Gloucester  and  his  wife,  on  the  base  of  the  bowl  (No.  2a). J 
while  a  later  cup  has  arms  on  the  top  of  the  tinial  to  the  cover 
for  the  donor  (?),  Thomas  Thompson,  Master  of  the  College 
( No.  2b).4  Chased  and  engraved  decoration  was  also  used,  as 
for  example  on  a  beaker s  and  salts  given  to  Christ's  College 
by  the  foundress,  Lady  Margaret  Beaufort.  The  former  has  a 
lattice  work  enclosing  double  roses  and  portcullises.  Tudor 
and  Beaufort  badges,  and  daisies  (marguerites)  on  the 
intersections.  The  latter,  a  personal  device  of  the  foundress, 
forms,  with  portcullises,  the  tiuial.  This  was  described  in  a 
contemporary  inventory  of  plate  as: 

a  gilt  Cupp  like  an  home  with  a  cover  full  ofportculis  ami 
Rosis  the  same  cup  standing  upon  a  brode  foote  like  a  towr 
Ful  of  margaretes  &  portculis  &  upon  the  flight  of  the  Cover 
a  tufte  of  margaretes  standing  upon  a  rede  rose. 


4.  Added  finial  with 
the  achievement  of 
Sir  Walter  Mildmay. 
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The  salts  were  adorned  with  the  double  rose  and  portcullis, 
not  the  more  personal  device  of  the  marguerite,  indicating 
their  less  direct  connexion  with  the  owner.6 

In  the  second  period  the  interest  shifts  from  the  develop- 
ment of  heraldry  to  observing  how  this  Mediaeval  art 
survived  and  adapted  to  the  changing  styles  of  modern 
European  decorative  art  from  the  sixteenth  to  early  nine 
teenth  centuries.  The  sixteenth  century  was  one  of  trans- 
ition with  Renaissance  motifs,  usually  mediated  by  flemish 
pattern  books,  mingling  with  the  older  ones.  The  use  of 
enamel  for  the  heraldry  died  out  towards  the  end  of  the 
century  and  was  replaced  by  engraving.  The  transitional 
style  is  illustrated  by  the  ewer  and  basin  made  in  1545/6 
and  given,  with  added  armorial  decoration,  by  Matthew 
Parker  to  Corpus  Christi  College  in  15  70. 7  The  arms  are 
enamelled  on  'Tuscan'  shields,  a  shape  found  earlier  in  Italy, 
and  have  a  doubled  barred  cross  behind  them  to  indicate  his 
status  as  metropolitan  (again  a  continental  custom).  The 
spiral  fluting  of  the  basin  is  a  late  Gothic  motif  and  was 
combined  with  Renaissance  ornaments  (No.  3).  Thefinialof 
his  arms  and  crest  added  to  a  Flemish  standing  cup  of 
c.  1 541/2  by  Sir  Walter  Mildmay  the  founder  of  Emmanuel 
College  is  a  fineexample  of  Elizabethan  enamelling  (No.  4).* 
The  shield  of  the  arms  is  set  in  a  larger  shield  with  strapwork 
ornament  and  the  helmet  and  crest  are  modelled  in  the 
round  on  the  top.  an  effective  method  seldom  found. 

5.  Engraved  achievement 
of  the  donors  with  the 
Tudor  Rose  badge 
and  cast  finial  of  the 
family  crest  of  Montagu. 


The  Vice-Chancellor's  Cup.  given  by  Elizabeth's  favourite 
Robert  Devereux,  Earl  of  Essex,  merely  had  his  arms 
pounced  on  one  side  in  the  Carter  with  his  coronet.  The 
quarterings  are  for  Devereux,  Bourchier  and  Woodstock 
with  Mandevile  for  his  ancestors  as  Earls  of  Essex,  omitting 
the  Bohuns,  and  giving  the  Mandevile  coat  in  the  form 
attributed  to  him  by  the  sixteenth-century  heralds.'' 

A  specially  commissioned  piece  is  the  flagon  or  tankard 
made  in  1597/8  and  given  by  the  Montagu  brothers  to 
Christ's  College.  On  the  body  the  family  arms  and  crest  are 
engraved  within  an  oval  frame  and  the  sides  filled  with 
scrolls  enclosing  the  double  rose  and  portcullis  badges  of  the 
foundress  (No.  5). 10  On  the  lid  a  cast  griffin's  head  between 
wings  (the  latter  broken)  formed  the  finial  and  the  crest  of 
the  family.  Another  specially  commissioned  piece  was  the 
standing  cup  made  in  1 608/9  and  given  by  William  Barlow 
to  Trinity  Hall.  The  cup  is  chased  with  a  pattern  of  scallops 
taken  from  his  arms  as  Bishop  of  Rochester  and  fleurs-de-lys 
taken  from  his  own  coat.1 1  A  tankard  made  in  1635/6  and 
given  to  Trinity  Hall  by  the  Master  Thomas  Eden  has  an 
achievement  of  his  arms  opposite  the  handle  above  the 
inscription  (No.  6).' 2  This  was  the  normal  way  of  adding 
arms  to  tankards. 

About  the  middle  of  the  seventeenth  century  the  shield  or 
achievement  often  nestles  between  crossed  palm  or  other 
branches.  These  were  drawn  rather  heavily  and  have  been 
misinterpreted  as  'feather  mantling'  in  some  silver  books. 
The  French  Jesuit  writer,  Claude  Francois  Menestrier,  wrote 
in  1680  that: 

Today  persons  of  quality,  particularly  women,  place  two 
palms  beside  the  shield  of  their  arms,  this  makes  an 
agreeable  ornament  to  these  arms,  and  it  is  at  the  same 
time  the  symbol  of  conjugal  love,  which  the  ancients 
have  represented  by  the  male  and  female  palms. 1 3 

A  typical  example  of  the  rather  overblown  palms  appears  on 
a  tankard  given  to  Queen's  College  by  James  Fortrey,  a 
Fellow  Commoner,  in  1691  dating  from  1684/5. l4This also 
illustrates,  as  did  other  pieces  in  the  exhibition,  the  time  lag 
which  can  often  exist  between  the  making  of  the  plate  and 
the  engraving  of  the  heraldry.  A  much  more  pleasing  design 
of  delicate  branches  appears  with  the  arms  of  Emmanuel 


7.  Shield  with  branches  and  roses  for  the  donor.  Hornby. 


College  on  the  lid  of  a  tankard  made  in  1 6  8  3  /4  and  given  by 
Walter  Hornby  (No.  7), 15  whose  punning  arms  appear 
opposite  the  handle.  Another  interesting  piece  is  a  two- 
handled  cup  made  in  1669/70  for  James  Bertie,  Lord 
Norreys  of  Rycote,  and  given  by  him  to  Magdalene  College 
between  his  creations  as  baron  in  1675  and  as  Earl  of 
Abingdon  in  1682.  The  handles  have  crowned  and  bearded 
heads  cast  in  one  piece  derived  from  his  crest  inherited  from 
the  Lords  Willoughby  d'Eresby  (No.  8  ).lb  The  splendid  raven 
finial  to  the  cover  also  alludes  to  his  ancestry  for  there  is  a 
match  with  the  heiress  of  the  Ravenscroft's  of  Cotton  End, 
Northamptonshire,  early  in  the  fifteenth  century  and  a  Sir 
Walter  Norys  gave  a  black  raven's  head  erased  for  his  badge 
later  in  that  century. 

About  1 700  we  find  that  new  Baroque  shield  designs  are 
being  introduced  often  omitting  the  helmet,  and  the  crest,  if 
given,  placed  on  top  of  the  cartouche  framing  the  shield. 
Although  incorrect  this  is  often  visually  effective,  as  is  the 
case  on  a  two-handled  cup  given  to  Clare  College  in  1 7 1 7  by 
Thomas  Tipping.1" 


i  1 


8.  Crest  on  handle  with  the  engraved  achievement  on  the 
front  of  the  cup  and  the  raven  device  as  finial  to  the  cover. 


9.  Arms  of  Trinity  College  from  a  cup  presented 
by  the  Earl  of  Mexborough.  1  781. 


10.  Arms  and  crest 
with  a  trophy 
referring  to 
the  recipient's 
career. 
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l  i.  Allegorical  shield  alluding  to  Malta  and  the  British  Crown. 


i  3.  Loving  cup  with  the  device  of  Saint  Catherine  engraved  on  the 
stem  and  her  wheel,  for  the  College  arms,  worked  in  the  finial. 
Below. 

14.  Dish  engraved  with  the  arms  of  the  foundress  and  the 
cover  worked  with  the  pheon  from  her  and  the  College  arms. 


12.  Enamelled  print 
with  the  achievement 
of  the  donor  in  the 
Swiss  or  German  style. 
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more  conventional  treatment  of  the  achievement 
■s  on  a  basin  made  and  given  in  171 7  to  St.  John's 
College  by  Sir  Thomas  Wentworth. 18  The  design  is  modelled 
n  that  used  for  the  dishes  made  from  the  Great  Seals  with 
the  representation  of  the  seal  replaced  by  the  arms  of  the 
College  and  of  the  donor.  It  may  have  been  engraved  by 
Simon  Gribelin.  From  the  late  seventeenth  century  the 
names  of  many  of  the  engravers  on  plate  are  known  and 
their  work  can  be  compared  with  the  arms  on  bookplates 
which  they  also  made  and  signed  more  often  than  plate. 

By  about  1  740  the  rather  heavy  Baroque  designs  are 
replaced  by  lighter  ones  in  the  Rococo  style,  frequently 
called  Chippendale  by  writers  on  bookplates.  The  new  style 
was  propagated,  like  the  Baroque,  by  pattern  books  such  as 
Mathew  Lock's  'A  New  Drawing  Book  of  Ornaments. 
Shields.  Compartments.  Masks,  etc',  London.  The  main 
cartouche  could  be  surmounted  by  a  smaller  one  to  frame  the 
crest  and  the  whole  adorned  with  grasses,  flowers  or 
chinoiseries.  The  exhibition  did  not  include  any  of  the  more 
elaborate  examples  but  there  were  several  good  illustrations 
of  the  more  restrained  types.  A  pair  of  beakers  remade  in 
1  752/3  fr°m  donations  of  1726 19  and  a  tobacco  stand  of 
1  757/8  given  to  Clare  College  by  W.  P.  Williams  the  next 
year  had  his  and  the  College  arms  engraved  on  the  side  of  the 
barrel  and  his  crest  modelled  as  the  finial  to  the  lid.-" 

The  Neo-classical  silver  in  the  exhibition  was  of  interest 
since  it  had  rather  more  heraldic  decoration  than  is 
sometimes  found  at  this  period.  The  best  work  used  a  shield 
with  curved  sides  and  a  scalloped  top  often  adorned  with 
trails  of  flowers  but  the  more  elaborate  bookplate  designs 
with  Flaxman-like  figures  as  quasi-supporters  do  not  seem 
to  occur  on  plate.  A  standing  cup  bequeathed  to  Clare 
College  in  1 969  is  a  good  example  of  the  style  with  a  knot  of 
ribbons  above  the  shield  which  bears  the  Scottish  arms  of 
Robertson  of  Bishopmilne  in  Elgin  and  Innes.21  The  same 
type  appears  on  a  two-handled  cup  given  to  Trinity  College 
by  the  Earl  of  Mexborough  (No.  9). 22  The  practice  of  using  a 
model  of  the  crest  as  a  finial  continued,  a  finely  proportioned 
example  being  on  the  lid  of  a  tureen  given  to  Pembroke 
College  by  William  Pitt  in  1 784  a  year  after  becoming  Prime 


Minister.25  His  own  and  the  College  arms  occur  in  small 
medallions  on  the  sides  and  base. 

At  the  end  of  the  eighteenth  century  the  standard  of 
heraldic  work  was  very  low  and  some  most  ill-designed 
shields  were  made.  More  pleasing  work  can  be  found  as.  for 
example,  on  a  tray  given  to  their  Colonel  by  the  First 
Regiment.  Manchester  and  Salford  Volunteers.  The  high 
quality  of  the  work  is  probably  due  to  the  fact  that  it  was 
made  by  the  leading  firm  of  the  day.  The  arms  of  Lieutenant- 
Colonel  J.  L.  Phillipsare  engraved  in  the  middle  of  a  trophy  of 
weapons  and  banners  of  the  Royal  Arms  and  of  Saint  George 
(No.  io).24  A  large  candelabrum  made  by  Paul  Storr  in 
1 829/30  for  George  iv  to  present  to  Sir  John  Richardson  has 
chased  heraldic  panels  on  the  base.  One  of  these  depicts  Sir 
John's  achievement  and  the  other  an  unidentified  device: 
amid  waves  of  the  sea  a  woman  with  a  book  and  on  a  chief 
the  Royal  Arms  as  borne  between  1801  and  18 16  (No. 
[  1  ).JS  No  doubt  this  alludes  to  his  Maltese  connexion. 

As  a  result  of  the  Gothic  Revival  there  was  a  dramatic 
improvement  in  the  quality  of  the  work  at  the  beginning  of 
the  third  period  and  the  artists  used  either  Gothic  or 
Renaissance  designs  according  to  the  taste  of  their  clients. 
The  best  of  the  new  work  will  bear  comparison  with  the  old. 
A  Swiss  example  made  for  presentation  to  Sidney  Sussex 
College  by  Johann  Schindler  has  an  enamelled  print  of  his 
arms  inside  the  tazza  which  is  supported  by  ibexes  with 
shields  of  the  College  arms  and  those  of  Paris  and  Zurich 
(No.  i2).2h  Among  the  twentieth-century  plate  are  many 
interesting  pieces  inspired  by  traditional  designs.  A  standing 
cup  made  by  Omar  Ramsden  for  St.  John's  College  in  1937 
has  the  arms  of  the  College  and  donor  with  badges  and  an 
eagle  finial.27  A  three-handled  cup  designed  by  A.  G.  Styles 
for  St.  Catherine's  College  has  her  wheel  in  the  finial  and 
is  also  engraved  with  the  sword  on  the  stem  (No.  13).28 
Attempts  to  subordinate  heraldry  to  the  abstract  designs 
favoured  by  some  modern  craftsmen  are  seldom  successful 
but  an  example  of  the  way  in  which  a  single  charge  from  the 
arms  can  be  worked  into  a  design  is  illustrated  by  Gerald 
Benney's  dish  for  Sidney  Sussex  College  (No.  14). 29 


NOTBS 

1    K.  A.  Crighton.  Cambridge  Plate'  (Rtzwilliam  Museum.  Cambridge. 
1 97S)-  References  are  given  to  this  catalogue  lor  all  the  pieces 
discussed  and  illustrations  may  be  found  there  of  those  pieces 
mentioned  but  not  illustrated  in  this  article  from  photographs  by 
Miss  Christine  Smith. 
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The  Fantasy  of  Olympia 

Alan  Krell 

'Olympia'  was  Manet's  most  notorious  work,  involving  painter  and  beholder 
in  the  exploration  of  a  prostitute's  fantasies. 


IF  one  work  is  singled  out  from  Manet's  oeuvre  as  his  most 
notorious  it  is  Olympia  (No.  i ).  Dated  1863  and  exhibited 
in  the  Salon  of  1865  the  uproar  it  provoked  is  well  known.1 
Beneath  the  painting's  title  in  the  Salon  catalogue  Manet 
had  inserted  five  verses  by  Zacharie  Astruc.2  These  mention 
Olympia  by  name  and  form  the  first  stanza  of  a  lengthy  poem 
entitled  La  fille  des  lies  Astruc  dedicated  'A  mon  cher 
ami/Edouard  Manet'. !  At  the  time  Olympia  was  exhibited  a 
number  of  critics  and  humourist  writers  referred  to  the 
verses  but  they  have  since  received  little  serious  con- 
sideration.4 For  Paul  Jamot.  they  were  simply  'five  some- 
what obscure  verses';  Adolphe  Tabarant  implied  that  Manet 
had  reluctantly  included  them,  'Manet  ce  resignant  a  cette 
profanation  .  .  .';  and  in  the  most  recent  study  of  Olympia 
Thedore  Reff  pays  little  attention  to  their  relevance  to  the 
painting.5  However,  they  are  an  important  clue  to  its 
meaning. 

It  is  not  known  when  Astruc  wrote  La  fille  des  lies  but  the 
poem  must  have  been  in  Manet's  possession  before  he 
painted  Astruc's  portrait  (No.  2).6  It  has  been  pointed  out 
before,  that  the  background  in  this  portrait  recalls  Titian's 
Venus  of  Urbino  (No.  3).7  It  has  also  been  established  that 
Manet  based  Olympia  on  this  painting. x  What  ought  to  be 
considered  is  the  relationship  between  Olympia  and  the 
portrait  suggested  by  their  mutual  reference  to  the  same 
source.83 


In  the  Titian  a  screen  cuts  the  picture  almost  exactly  in 
half  serving  to  throw  the  top  half  of  the  nude's  body  into 
prominence  and  giving  way  on  the  right  to  a  background  in 
which  a  kneeling  woman  seen  from  behind,  and  another, 
standing  in  semi-profile,  appear.  A  similar  division  of  space 
occurs  in  Olympia.  Here,  however,  the  screen  does  not  divide 
the  canvas  into  two  nearly  equal  halves  nor  does  it  act  as  a 
stepping-stone  into  the  background;  it  merely  peels  off  into 
the  drapes  which  halt  access  and  bring  the  eye  back  to  the 
foreground,  particularly  to  the  negress  and  the  bouquet. 
The  presence  of  a  curtain  pulled  back  in  front  of  the  screen  is 
a  further  reminder  of  Olympia's  ancestry:  a  more  volum- 
inous curtain  is  seen  in  the  Titian. 

A  screen  also  appears  to  divide  the  portrait  of  Astruc, 
although  here  there  is  an  ambiguity.  It  has  generally  been 
accepted  that  the  woman  and  still-life  group  on  the  left  are 
reflections  in  a  mirror  whose  frame  is  the  gold  vertical 
running  down  the  picture.4  Alternatively,  this  can  be  taken 
for  the  border  of  a  screen  in  front  of  which  Astruc  is  seated  in 
an  armchair.  Indeed,  the  border  resembles  the  one  in 
Olympia.9"  The  design  in  the  right-hand  corner  of  the 
portrait  provides  another  link  with  Olympia  recalling  the 
position  of  the  curtain  in  that  painting  although  there  it 
appears  on  the  left. 

In  composing  the  left  background  of  the  portrait,  Manet 
evidently  had  Titian  in  mind.  The  back  of  the  woman  and 
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2.  Mankt.  Portrait  ofZacharie  Astruc,  c.  1865.  Kunsthalle,  Bremen. 


the  strongly  defined  vertical  ol'the  curtain  have  their  roots  in 
Titian's  kneeling  maid  and  the  'panels*  of  dark  and  light 
tones.  Note.  too.  the  object  resembling  a  pot  of  flowers  in  the 
portrait  which  brings  to  mind  the  potted  shrub  on  the 
window  sill  in  the  Venus  of  Urbino.  In  the  portrait,  then. 
Manet  has  alluded  to  that  part  of  the  Titian  left  out  of 
Olympia  and  thus  the  portrait  is  again  linked  to  this  latter 
painting.  This  leads  to  the  conclusion  that  he  intended  to 
indicate  some  connection  between  his  two  pictures.1"  It 
would  further  explain  why  he  turned  to  a  source  in  Titian's 
Venus  of  Urbino  which  is  otherwise  unrelated  thematically  to 
the  portrait. 1 1  We  know  that  Astruc  composed  La  fille  des  lies 
in  praise  of  Olympia  and  that  he  dedicated  it  to  Manet.  The 
artist  had  last  come  to  the  assistance  of  the  poet  when  he 
illustrated  his  song  Lola  de  Valence.11  Astruc  had  sub- 
sequently written  in  defence  of  Manet's  work  in  the  'Salon 
des  Refuses'.1'  It  is  therefore  highly  likely  that  Manet 
painted  the  portrait  in  appreciation  of  that  support  and 
Astruc's  more  recent  poetic  tribute  to  Olympia.  The  striking 
feature  of  the  portrait,  however,  is  the  extent  to  which 
allusions  to  Olympia  dictate  its  overall  structure.  In  practical 
terms  Astruc's  involvement  with  Olympia  consisted  of  his 
poem.  This  would  suggest  that  Manet  had  far  more  than  a 
passing  interest  in  it.  and,  as  we  know,  he  placed  the  first 
stanza  in  the  Salon  catalogue. 

In  L 'Artiste  on  15  May  1865,  Jules  Claretie  wrote 
contemptuously  that  Olympia  was  "Une  courtisane  sans 
doute!' 14  Two  days  before  his  remarks  appeared  a  review  in 
he  Monde  illustre  had  advanced  the  same  view:  'L'auguste 
jeune  fille  [a  reference  to  a  phrase  in  Astruc's  verses]  est  une 
courtisane.  .  ,'.15  The  term  'courtisane'  was  popularly  used 
to  describe  'toute  femme  de  mauvaise  vie  qui  est  au-dessus 
des  simples  prostituees' 1 6  and  the  luxurious  setting  in  which 
Olympia  appears  certainly  suggests  that  she  is  something 


other  than  a  common  prostitute. 

In  the  older  literature  on  Manet  it  was  supposed  that 
Astruc  had  christened  Olympia  although  it  was  also  pointed 
out  that  Marguerite  Gautier's  rival  in  Dumas  fils  La  Dame 
aux  camelias'  was  a  courtesan  named  Olympe.'"  This 
prompted  Sandblad's  suggestion  that  Manet  'might  well 
have  been  able  ...  to  think  up  such  a  name  ...  on  his  own 
account'  as  he  was  friendly  with  Dumas  fils  at  the  time  of  the 
play's  success."*  Most  recently.  Reff  has  discussed  other 
literary  and  dramatic  sources  in  which  an  Olympia.  the  type 
of  wealthy  and  notorious  femme  fatale,  appears.'9 

The  more  common  usage  of  the  name  'Olympia'. 
however,  was  probably  known  to  Manet.  In  Parent- 
Duchatelet's  study  of  prostitution  in  Paris  he  notes  that 
prostitutes  often  gave  themselves  a  'nom  de  guerre".  Such 
names  'offrent  de  grandes  dissemblances  suivant  les  classes 
des  prostituees.  et  donnent  a  eux  seuls  une  idee  de  ce  que 
peuvent  etre  les  societes  qu'elles  frequentent.  les  lectures 
qu'elles  peuvent  faire.  l'education  qu'elles  ont  acquise.  et  la 
valeur  qu'elles  attachent  aux  expressions'.  Dividing  the 
assumed  names  into  two  classes.  'Classe  inferieure'  and 
'Classe  elevee'.  this  writer  lists  some  of  the  most  popular. 
Amongst  the  former  are  such  names  as  Colette.  Le  Boeuf  and 
Brunette  and  in  the  latter,  Angelina,  Flore  and  Olympe.20 
Hence  Olympia's  name  or  more  precisely  her  'nom  de 
guerre',  would  indicate  that  she  was  a  'prostituee  elevee'. 
That  it  was  an  assumed  name,  however,  might  suggest  that 
the  reality  of  her  status  was  somewhat  different. 

In  Charles  Joliet's  Scenes  et  Croquis  de  la  Vie  Parisienne'  a 
chapter  is  devoted  to  'Les  Memoires  d  une  Cocotte'.21  Her 
formative  years  were  spent  working  in  a  laundry  until  she 
was  employed  as  a  laundress  by  a  'bon  viellard'  who 
introduced  her  to  the  joys  of  the  piano.  She  eventually  left 
him  to  stay  with  a  female  friend  and  at  the  age  of  twenty- 
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three  she  made  her  debut  in  the  theatre.  Amongst  her  likes, 
culinary  and  social,  are  'le  saucisson  de  Lyon",  'le  cham- 
pagne et  le  vin  du  Rhin'.  'les  vaudevilles'  and  men  'qui  sunt 
riches  et  distingues'.  Summing  up  her  life,  she  writes:  "J'ai 
toujours  eu  une  assez  bonne  sante.  Je  ne  me  rappelle  pas 
avoir  eprouve  une  grande  joie.  ni  un  grand  chagrin,  ni  1111 
grand  plaisir.  Je  ne  me  suis  jamais  ni  beaucoup  amusee  ni 
beaucoup  ennuyee  . . .'. 

The  'cocotte'  described  by  Joilet  is  certainly  not  a  'grande 
courtisane'.  Her  physical  appearance,  described  in  her 
passport,  bears  a  strong  resemblance  to  Olympia:  'Cheveux 
;  et  sourcils  chatains  . .  .  front  moyen  .  .  .  yeux  bleu  fonce  .  .  . 
nez  ordinaire  .  .  .  bouche  moyenne  .  .  .  menton  rood  .  .  . 
visage  ovale  .  .  .  taille:  i  metre  60  centimetres  .  .  .  Signe 
particulier:  nul'.22  That  Manet  turned  to  Victorine  Meurent 
as  his  model  for  Olympia  is  understandable  for  she  had 
appeared  in  earlier  paintings.21  However,  the  nude 
Victorine  in  Le  Dejeuner  sur  Vherbe  (No.  4)  does  not  tally 
w  ith  the  picture  of  her  in  Olympia.  Notwithstanding  her 
sitting  position  which  would  account  for  the  concentration 
of  flesh  around  the  waist.  Victorine  appears  far  more 
substantial  than  the  diminutive  Olympia.  Manet  may  have 
made  this  alteration  in  order  to  emphasise  those  character- 
istics identified  by  the  anonymous  author  of  'Nos  Cocottes 
par  un  Petit  Creve":  'La  cocotte  de  tout  le  monde  est  en  chair 
et  en  os:  En  general  plus  d'os  que  de  chair:  La  cocotte 
ordinaire  n'est  ni  belle  ni  laide'.24  Interestingly,  an  Olympia 
is  also  mentioned  in  this  book.  She  is  the  mother  of  a 
'cocotte'  who  admits  to  being  overjoyed  at  the  birth  of  a 
daughter  who  will  act  as  a  source  of  revenue  for  her  in  the 
future:  'Ca  vaut  mieux  qu'une  rente  a  dix  pour  cent'.2S 


In  the  Almanach  des  Cocottes  of  1 867  there  is  a  short  story 
entitled  Le  Reve  de  Titine'.26  Titine.  the  name  of  a  grisette' 
(a  pseudonym,  no  doubt  I  is  seated  in  her  room  reading  a 
novel.  She  is  at  the  point  in  the  story  where  the  heroine,  a 
'jeune  fille',  dreams  of  a  life  of  riches.  This  stimulates  Titine 
to  muse  on  her  own  fantasies  and,  putting  down  her  book, 
she  falls  asleep.  In  her  dream  M.  Jules  appears  and  proposes 
to  furnish  her  'un  amour  de  logement'.  'Avec  une  voiture?' 
Titine  replies,  'Oui.  et  un  groom  -  Un  petit  negre?  -  Deux 
petits  negres  meme  -  Oh!  Quel  bonheur!' 

In  Olympia  Manet  has  depicted  the  fantasy  world  of  a 
prostitute.  Her  flight  of  fancy  takes  her  into  a  boudoir  in 
which  she  reclines  on  a  sumptuous  bed.  A  black  maid 
bearing  a  splendid  bouquet  awaits  her  attention.27  We  are 
now  in  a  better  position  to  understand  Olympia's  'yeux  de 
mystere'.28  Is  she  not  in  fact  day-dreaming?  She  looks,  but 
does  not  see.  she  stares  directly  at  but  through  the  spectator. 
True.  Manet  often  shows  figures  staring  out  into  our  space. 
But  the  setting  in  Olympia  is  of  special  importance.  Her  one 
hand  involuntarily  conceals  her  sex,  her  right  hand  plays 
absent-mindedly  with  the  stole  on  which  she  lies,  and  one 
slipper  has  already  fallen  off  her  foot. 

It  is  against  this  background,  then,  that  Astruc's  verses 
acquire  significance: 

Quand,  lasse  de  songer,  Olympia  s'eveille, 
Le  printemps  entre  au  bras  du  doux  messager  noir: 
C'est  I'esclave,  a  la  nuit  amoureuse  pareille. 
Qui  vient  fleurir  le  jour  delicieux  a  voir: 
L'auguste  jeune  fille  en  qui  la  flamme  veille.29 

The  'doux  messager  noir'  obviously  refers  to  the  negress 


3.  Titian.  Venus  of  Urbino. 


c.  1  5  38.  Tbe  Uffizi,  Florence. 
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4..  Manet.  Le  Dejeuner  sur  I'herbe.  detail,  1  862  >,.  Musee  de  1'Impressionnisme,  Paris. 


in  Olympic!  and  the  'printemps'  has  its  equivalent  in  the 
bouquet  of  flowers  which  is  literally  carried  in  on  the  arms  of 
the  'messagcr  noir'.  In  his  'Etude  sur  le  Salon  de  1 865',  V.  de 
Jankovitz  actually  speaks  of  'un  bouquet  d'une  douteuse 
allegorie'. i0  The  remainder  of  Astruc's  poem,  there  are  fifty 
verses  in  all,  shows  clearly  the  extent  to  which  he  paid  close 
attention  to  the  painting.  He  mentions,  for  example, 
Olympia's  'formes  graciles'.  her  indolence  reine'  and 
queries  'Quels  mirages  vermeils  tixent  tes  yeux  tranquilles'. 
What  Astruc  exactly  had  in  mind  when  he  composed  LafiUe 
des  lies  is  uncertain.  While  it  is  true  that  the  strained  verses 
can  be  read  as  parody,  they  may  well  have  been  intended  as 
a  serious  homage  to  Olympia. 11  But  Astruc's  intentions  are 
ultimately  beside  the  point.  What  is  significant  is  that  Manet 
was  attracted  to  the  poem  and  chose  to  include  the  first 
stanza  in  the  Salon  catalogue.  Perhaps  the  single  most 
important  reason  for  this  was  that  the  verses  in  their 
allegorical  relation  to  his  painting  conjured  up  an  image  of 
wistful  splendour  that  matched  precisely  Olympia's  fantasy. 
Furthermore,  the  opening  verse,  'Quand,  lasse  de  songer. 
Olympia  s'eveille',  came  indirectly  very  close  to  his  in- 
tentions: Olympia  had  not  yet  broken  through  from  her 
reveries  and  it  is  this  which  he  has  recorded. 

But  Manet  also  ruptures  the  prostitute's  fantasy. 
Foremost  amongst  the  clues  which  belie  it  is  the  cat  which, 
at  the  time  Olympia  was  exhibited,  was  singled  out  for 
particular  attention  by  critics  and  caricaturists  (Nos.  5  and 
6).  That  a  cat  should  appear  in  the  presence  of  a  prostitute 
was  appropriate.  'Beau,  caressant  et  jaloux',  the  animal  was 
a  vital  accessory  of  'La  Menagerie  d'une  Jolie  Femme'.52 
Further,  the  word  'cat'  was  employed  in  popular  speech  as  a 
sexual  simile,  'amoureuse  comme  une  chatte'.  and  the 
'cocotte'  was  at  times  referred  to  simply  as  a  'chatte'.  ,3In  the 
Almanack  des  Amoureux  of  1 868,  an  article  called  'La  Chatte 
Metamorphosee  en  Femme'  sets  out  the  parallels  between 
the  distinctive  habits  of  a  woman  and  a  cat  (No.  7).  One  of 
the  comparisons  concerns  their  respective  love  of  endear- 


ments: "...  Les  douces  paroles,  les  caresses,  les  flatteries 
plaisent  aux  femmes  /  La  chatte  que  vous  caressez  de  la  main 
se  frotte  contre  vous,  fait  le  gros  dos,  et  ferme  les  yeux  avec 
volupte'.54  Manet's  cat.  however,  upturns  such  notions, 
tinlike  the  animal  in  Baudelaire's  poem  1m  Geante,  'j'eusse 
aime  vivre  aupres  d  une  jeune  geante  /  Comme  aux  pieds 
d'une  reine  un  chat  voluptueux'.  Olympia's  cat  resides  at  the 
feet  of  a  queen  but  it  is  hardly  'un  chat  voluptueux'.5S  The 
critic  A.  Bonnin's  description,  'le  chat  noir  qui  arrondit  sa 
maigre  echine'. J6  was  apposite.  Standing  startled  at  the  feet 
of  its  mistress  it  acts  as  a  foil  to  her  languor  and  serves  to 
expose  her  pretentions. 

Attention  should  also  be  drawn  to  the  object  in  Olympia's 
hair.  Whether  it  be  a  ribbon,  at  least  three  critics  in  1865 
described  it  as  such,57  or  an  exotic  orchid  as  claimed  by 
Reff, 18  its  function  is  to  act  as  a  visual  exclamation  mark. 
Sitting  conspicuously  on  Olympia's  head  it  highlights  her 
small  frame  and  absent  expression  and  adds  a  strong  sense 
of  the  comic.'9  Louis  Leroy  chose  to  emphasise  just  this 
feature:  'La  visage  a  une  expression  qui  invite  au  fou  rire,  et  il 
n'est  pas  jusqu'au  noeud  de  ruban  pique  dans  les  cheveux 
qui  ne  vous  fasse  aussi  une  risette  couleur  de  feu'.4" 

Thus  while  the  high-sounding  tone  of  Astruc's  verses 
serve  as  a  pointer  to  Olympia's  aspirations,  the  painting 
ultimately  belies  them.  The  disparaging  comment  of  the 
critic  for  La  Gazette  de  France  bore  directly  on  this.  He 
identified  Olympia.  and  rightly  so.  as  'cette  Olympia  de  la  rue 
Mouffetard',  and  elaborated  on  the  significance  of  the  verses: 
'En  regardant  cette  Olympia.  comparee  sur  le  livret  au 
"jour  delicieux  a  voir"  et  qualifiee  par  le  poete  lyrique  que 
M.  Manet  a  appele  a  son  aide,  d'  "auguste  jeune  fille  en  qui  la 
Hamme  veille".  il  me  prend  ressouvenir  de  ces  baraques  de 
fetes  publiques.  a  la  porte  desquelles  un  monsieur  distingue 
vous  promet.  en  langage  elegant,  des  merveilles  extra- 
ordinaires.  incomparables.  uniques,  et  ou,  des  que  vous  etes 
entre  en  vous  montre  un  veau  a  deux  tetes,  dont  l'une  est  en 
carton'.41 
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1SI5I) 

MANETTE,  ou  LA.FEMME  Dli  V EB£XISTE ,  par  Manet. 

yue  c'est  commc  un  bouquet  dc  fleurs 

Ce  tableau  de  M.  Manet  est  le  bouquet  de  ^Exposition.  —  M.  Courhet  est  distance  do  toute  la  longueur 
du  cdlebre  cbal  noir.  —  L>>  moment  chotsi  par  le  grand  coloriste  est  ctslui  oil  cette  dime  va  prendre  un  I  nn 

*] 1 1 1  nous  ■•eiiible  iinpc'rieusemenkTeclame.  w 

5.  Caricature  of'Olympia'  by  Bertall  in  the  Journal  Amusant,  27  May  1865.  LA  CHATTE  NIETAWIORPHOSEE  EN  FEMME 


7.  An  illustration  from  an  essay  of  the  same  name  in 
Almanack  des  Amoureux,  Librairie  du  Petit  journal,  1  868. 


Below. 

8.  Caricature  by  Bertall.  in  the 
Journal  Amusant,  16  May  1  865. 


25486 

OLYMriA. 

—  Madame... 

—  Qu'y  a-t-il? 

—  On  messie"  qui  li  vouloi  pali  madame...  pou  zaffai. 

—  Fais  entrer. 

(II  parait  que  chez  certaines  dames  e'est  comme  £a  que  r;a  se  joue 

6.  Caricature  of'Olympia'  by  Randon  in  the  journal  Amusant,  29  June  1 867. 

Writing  about  Olympia  in  Le  Steele  in  June  [865,  Felix 
Deriege  quoted  the  verses  in  full  and  observed:  'Telle  est  la 
stance  que  le  livret  ajoute  a  la  mention  d'Olympia.  Ces  vers 
valent  la  peinture.  Un  plaisant  assurait  que  Mile  Olympia. 
engagee  par  un  "impressario"  pour  aller  representer  des 
tableaux  vivants  dans  les  foires,  avait  commande  le  tableau 
de  M.  Manet  comme  enseigne'.42  In  these  sarcastic  words 
Deriege  unknowingly  came  close  to  the  meaning  of  Olympia. 
The  painting  is  indeed  an  'enseigne'  of  her  fantasy. 


G'est  le  dial  ile  M.  Manel.  Vous  allez  voir  comme  il  va  crier  sur  Ioub  les  toils t 


THE  FANTASY  OF  OLYMPIA 


rhis  article  is  an  abridged  extract  from  a  chapter  of  a  doctoral  thesis  currently 
being  prepared  for  submission  to  the  University  of  Bristol. 


NOTES 

1.  For  an  account  of  critical  response  to  Olympia  see  G.  H.  Hamilton. 
Manet  and  his  Critics'.  New  York.  The  Norton  Library.  1969. 

pp.  67-78. 

2.  Although  the  literature  on  Olympia  indicates  that  Manet  inscribed  the 
verses  on  the  frame  of  the  painting  I  have  found  no  evidence  of  this  in 
contemporary  reviews. 

3.  The  manuscript  of  the  poem  is  in  the  Bibliotheque  d' Art  et 
d'Archeologie.  Paris.  See  Manet:  Dossier  3.  Carton  59. 

4.  E.  Chesnau  in  Le  Constitutional,  if)  May.  1 865;  F.  Deriege.  Le  Siecle. 

2  June:  Geronte.  La  Gazette  de  France.  30  June:  Ego.  'Courrier  de  Paris', 
in  Le  Monde  illustre.  1  3  May:  L.  Leroy.  Le  Charivari.  5  May. 

5.  P.  Jamot.  'Manet  and  the  "Olympia'' '.  Burlington  Magazine.  January 
1927.  p.  28:  A.  Tabarant.  Manet  et  ses  Oeuvres  .  Paris.  1947.  p.  105: 
T.  Reff.  Manet:  Olympia'.  London.  1976.  pp.  44-45. 

6.  A  dedication  Au  poete  Z.  Astruc.  son  ami.  Manet'  appears  on  the  cover 
of  a  volume  of  Japanese  woodcuts  lying  on  the  table  beside  Astruc. 
Although  there  is  a  date  on  the  painting  it  cannot  be  clearly  read. 

The  work  is  assigned  to  1864  in  D.  Rouart  and  D.  VVildenstein. 
Edouard  Manet'.  Catalogue  raisonne.  2  vols..  Lausanne/Paris.  197s.  I, 
no.  69. 1  would  favour  a  dating  close  in  time  to  Manet's  decision  to 
include  Astruc's  verses  in  the  1865  Salon  catalogue.  Manet  retained 
the  portrait  (the  customary  view  is  that  Astruc  and  his  wife  disliked  it; 
see  Tabarant.  op.  cit..  p.  92)  exhibiting  it  in  his  one-man  exhibition  in 
1867. 1  am  grateful  to  Dr.  Gerhard  Gerkens  of  the  Kunsthalle  Bremen 
for  information  concerning  the  portrait. 

7.  E.g.  J.  Richardson.  Edouard  Manet.  Paintings  and  Drawings'. 
London  New  York.  1958.  p.  121.no.  21  and  V\ '.  Hofmann. 
Nana:  Mythos  und  Wirklichkeif.  Cologne.  1973.  p.  40. 

8.  For  a  summary  of  opinion  on  this  matter  and  an  illuminating 
discussion  of  the  Manet  Titian  link  see  Reff.  op.  cit..  pp.  48-61. 

8a.  G.  Mauner's  book  Manet.  Peintre-Philosphe:  A  Study  of  the  Painter's 
Themes'.  University  Park  London.  197s.  has  just  come  to  my 
attention.  Mauner  also  raises  the  possibility  of  a  relationship  between 
the  portrait  of  Astruc  and  Olympia. 

9.  E.g.  Tabarant.  op.  cit..  p.  92  and  Richardson,  he.  cit.  The  latter 
correctly  points  out.  however,  that  the  still-life  in  the  foreground  is  not 
reflected  in  the  mirror'.  Hofmann.  lot:  cit,  discusses  the  ambiguity  of 
the  'reflected  image'. 

9a.  This  has  been  recognised  by  G.  Hopp.  Edouard  Manet:  Farbe  und 
Bildgestalt.' Berlin.  1968.  p.  3s.  footnote  34. 

[O.  We  do  not  know  if  Astruc  recognised  the  allusion  to  Olympia  in  his 
portrait.  Indeed,  without  the  knowledge  of  Olympia' s  parentage. 
i.e.  Titian's  Venus  0)  Urbino.  the  link  between  her  and  the  portrait  is 
weakened.  Significantly,  not  one  critic  in  1 865  remarked  on  the 
kinship  between  Olympia  and  the  Titian.  Emile  Cardon.  writing  in 
1*  Figaro-Programme  on  26  May  1 865.  actually  mentioned  the  two 
paintings  in  the  same  breath  but  failed  to  make  the  connection. 
Speaking  about  his  recent  trip  to  Florence  and  the  Uffizi  he  remarked: 
'. . .  j'ai  passe  des  heures  a  la  Tribune  des  Uffizi .  . .  et . .  .  I'oeil  ebloui 
encore  par  le  vue  .  .  .  de  la  "Fornarina"  de  Raphael  ou  de  la  "Venus 
couchee"  de  Titien.  je  prenne  une  loupe  ou  un  microscope  pour  essayer 
de  trouver  une  beaute  quelconque  a  l'Olympia  de  M.  Manet . . .'. 

1 1.  Attention  is  drawn  to  the  thematic  consistency  of  Manet's  borrow  ings' 
in  Reff.  '  "Manet's  Sources  ":  A  Critical  Evaluation'.  Arlforum.  VIII. 

1969.  pp.  40-48. 

1  2.  1 862.  See  J.  Harris.  Edouard  Manet:  Graphic  Works'.  New  York. 

1970.  pp.  102-10  j. 

I  3.  Article  by  Astruc  in  Le  Salon.  20  May  1 863. 

14.  J.  Claretie  in L'Artiste.  15  May  1865. 

1 5.  'Courrier  de  Paris'  par  Ego  in  1*  Monde  illustre.  op.  cit. 

16.  'Dictionnaire  de  la  Langue  Franchise'.  E.  Littre.  Paris/Londres.  1873. 
s.v.  'Courtisane'. 

I  7.  P.  Jamot  and  G.  Wildenstein,  Manet'.  2  vols..  Paris.  1  9  32.  1.  p.  29. 

F.  Mathey.  Olympia'.  Paris.  1 948  (no  page  numbers  in  text  consulted). 
18.  N.  G.  Sandblad.  Manet:  Three  Studies  in  Artistic  Conception'. 

trans.  W.  Nash.  Lund.  1954.  p.  97. 
1  9.  Reff.  'Manet  =  Olympia'.  op.  cit..  pp.  1  1  1  -I  1  3.  Some  of  the  ideas 

contained  in  this  book  are  a  development  of  those  originally  discussed 

in  Reff.  The  Meaning  of  Manet's  Olympia'.  Gazette  des  Beaux-Arts.  LXIII, 

1964.  pp.  I  1  1  -1 22. 
20.  A.  J.  B.  Parent-Duchatelet.  De  la  Prostitution  dans  la  Ville  de  Paris'. 

2  vols..  Paris.  1857. 1.  pp.  133-134. 


21 .  C.  Joliet.  Scenes  et  Croquis  de  la  Vie  Parisienne'.  Paris.  1870. 

pp.  98-103.  In  E.  Siebecker,  'Cocottes  et  Petits  Creves'.  Paris.  1867. 
the  cocotte'  is  described  as  la  prostituee  par  abonnement.  Quant 
a  son  pendant  -  e'est  le  petit  creve':  ibid.,  p.  1  7. 

22.  Joliet.  op.  cit..  p.  101. 

23.  La  Chanteuse  des  Rues' (c.  1862).  Mile.  V.  en  costume  d'Espada' 
(1862).  Le  Dejeuner  surl'herbe'  I1863). 

24.  'Nos  Cocottes  par  un  Petit  Creve'.  n.d..  p.  1 1. 

25.  Ibid.,  pp.  17-18. 

26.  'Almanach  des  Cocottes  pour  1867'.  Paris.  1867.  pp.  39-43. 

27.  An  interesting  study  of  Olympia  is  found  in  C.  J.  Bulliet.  The  Courtezan 
[sic]  Olympia'.  New  York.  1930.  To  my  knowledge,  this  writer  has 
never  been  cited  in  connection  with  Manet.  By  introducing  the  negress 
into  Olympia  Bulliet  suggests  that  Manet  made  his  prostitute  a 
veritable  queen  ol  harlots':  ibid.,  p.  9.  Reff  notes  that  by  the  1860s 

the  Negress  seems  to  have  been  widely  identified  as  a  companion  of 
prostitutes  or  as  one  herself:  Reff.  'Manet:  Olympia'.  op.  cit..  p.  95.  The 
negress  in  Olympia  may  also  be  a  sly  allusion  to  Tamour'.  In  Flaubert's 
planned  Dictionnaire  des  Idees  Recues'  he  observes  that  negresses  are 
'More  amourous  than  white  woman';  See  A  Dictionary  of  Platitudes', 
by  G.  Flaubert,  trans.  E.  J.  Fluck.  Rodale  Press.  1954.  p.  98.  Reff.  ibid.. 
pp.  92-93.  has  independently  made  this  point  citing  Flaubert  and 
other  contemporary  sources. 

28.  G.  Geffroy.  Olympia'.  La  Vie  Arlislique.  premiere  serie.  Paris.  1 892. 
p.  21. 

29.  The  verses  appear  in  the  Salon  catalogue  of  1865  beneath  the  insertion 
Olympia'  no.  1428.  p.  188.  It  may  be  of  interest  to  establish  the  fact 
that  the  verses  do  not  appear  in  the  catalogues  held  in  the  Bibliotheque 
d'Art  et  d'Archeologie.  and  the  Oxford  University  Library  I  Art  History 
Department).  I  have  only  found  them  in  the  livrcl  kept  in  the 
Bibliotheque  Nationale.  Paris.  It  is  possible  that  the  authorities 
published  a  catalogue  during  the  course  of  the  Salon  in  which  Astruc's 
verses  were  omitted.  Their  omission  may  have  been  prompted  by  public 
dissaproval  of  Olympia  which  censure  in  fact  caused  the  painting  to  be 
moved  from  her  place  of  honour'  to  a  less  conspicuous  place  (See 

J.  Claretie  in  Le  Figaro  20  June  1 86s.  quoted  in  Hamilton,  op.  cit.. 
p.  73).  It  should  also  be  established  that  the  first  line  of  Astruc's  poem 
reads  Quand.  lasse  de  songer  .  .  .'  and  not  Quand.  lasse  de  rever. . .  .' 
as  many  scholars  have  incorrectly  quoted.  Whereas  rever'  means  to 
dream  and  therefore  stems  from  the  subconscious  mind,  songer' 
means  more  specifically  to  day-dream  and  hence  takes  its  base  in  more 
conscious  aspirations.  The  relevance  of  this  difference  in  meaning  to 
Olympia  is  evident  from  my  text. 

30.  V.  de  Jankovitz.  Etude  sur  le  Salon  de  1 865'.  Bescancon.  1 865.  p.  67. 

3  1 .  Here  mention  can  be  made  of  Astruc's  contribution  in  1 859  to  Le  Quart 
d'Heure,  gazette  des  gens  demi-serieux.  His  short  story  Le  Funebre  de 
Faubert'  certainly  wavers  between  satire  and  sentimentality.  Hofmann. 
op.  cit..  p.  28.  writes  that  La  ftUe  des  lies  could  be  mistaken  for  a  parody 
ol  Baudelaire. 

32.  In  Vicomte  Georges  de  Letoriere.  Amours  et  amities  parisiennes'. 

Paris.  1 88 1  ( sth.  ed.  I.  p.  242. 
3  3.  See  A.  Truqui.  Zoologie  Parisienne'.  Paris.  1 869.  p.  24  and 

Les  Chattes  Parisiennes'.  desinees  par  Ed.  Damourette.  Par is.  n.d. 

34.  Almanach  des  Amoureux.  Paris,  1868.  p.  82. 

35.  C.  Baudelaire.  La  Ccanle.  in  Baudelaire.  Selected  Poems'  with 
translations  by  G.  Wagner  and  an  introduction  by  E.  Starkie.  Panther. 
London.  1971.  pp.  28-29.  Reff.  'Manet:  Olympia'.  op.  cit..  p.  96.  also 
cites  these  verses  but  in  a  different  context.  This  writer  raises  similar 
ideas  to  mine  concerning  the  popular  symbolism  of  the  cat.  but  our 
interpretation  of  the  role  played  by  the  animal  in  Olympia  differs. 

36.  A.  Bonnin  in  Ui  France.  7  June  1 865. 

37.  A.  Bonnin.  ibid.,  calls  it  a  noeud  de  ruban  rouge':  V.  de  Jankovitz. 

he  t  it.,  un  noeud  de  ruban':  L.  Leroy.  op.  cit..  a  noeud  de  ruban  pique  . 

38.  Reff.  'Manet:  Olympia'.  op.  cit.  p.  108.  In  Manet's  etchings  of  Olympia 
(See  Harris,  op.  til.,  figs.  103-107)  her  hair  falls  over  her  left  shoulder 
and  it  seems  likely  that  a  ribbon  is  holding  it  in  place;  see  particularly 
figs.  106  and  107. 

39.  In  the  etchings  of  Olympia  (Harris,  ibid.  1  the  orchid  bow  does  not  create 
this  impression.  The  nature  of  the  medium  apart,  this  is  because  the 
curl  in  the  middle  of  Olympia's  forehead  and  the  sweep  of  hair  detract 
from  its  obvious  presence. 

40.  Leroy.  op.  cit. 

4 1 .  Geronte.  op.  cit. 

42.  Deriege.  op.  cit. 
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THE  TOKUGAWA  COLLECTION: 
NO  ROBES  AND  M  ASKS 

Robes,  masks  and  accessories  of  the  No  theatre,  from 
the  distinguished  Tokugawa  family  collection  in 
Nagoya.  Japan  can  currently  be  seen  (through 
4  September)  at  the  Kimbell  Art  Museum,  Fort  Worth. 
Texas.  This  is  the  first  time  objects  in  the  rarely  seen 
collection  have  been  shown  in  the  United  States. 

Many  of  the  objects  date  from  the  seventeenth  and 
eighteenth  centuries,  a  period  of  the  highest  elegance 
and  luxury  in  the  No  wardrobe.  Because  of  the 
fragility  of  the  objects,  they  will  be  shown  on  a 
rotating  basis:  different  pieces  will  be  on  view  for  two- 
week  periods,  making  three  separate,  but  compar- 
able, exhibitions. 

No.  the  classical  theatre  of  Japan,  combines  mime, 
dance,  chant,  music  and  costume  in  a  unique  and 
exquisite  form.  On  a  bare  stage  of  polished  Japanese 
cypress  (hinoki),  the  brilliant  and  refined  silks  and 
brocades  of  the  robes,  to  which  the  actor's  controlled 
and  stately  gestures  give  form  and  structure,  are  in 
effect  the  stage  set.  As  the  foreword  to  the  exhibition 
catalogue  states:  '.  .  .  the  effect  is  like  that  of  a 
Japanese  screen,  decorative  and  austere'. 

For  over  five  hundred  years.  No  has  been  per- 
formed in  Japan,  and  for  fully  half  of  this  period,  it 
enjoyed  the  official  patronage  of  the  Tokugawa 
family.  It  was  the  official  theatre  of  Japan  during  the 
Tokugawa  shogunate  (1603-1868). 

I.  Choken  Jacket  with  Phoenix,  gold  brocade 
on  purple  gauze-weave  silk  ground,  nineteenth 
century.  The  Tokugawa  Museum.  Nagoya.  Japan. 


The  Tokugawa  family  has  formed  the  largest 
private  collection  of  Japanese  treasures  in  the  world, 
and  of  particular  importance  in  the  collection  are  the 
No  objects.  Commissioned  for  performances  on  the 
Tokugawa  stage,  these  costumes  and  accessories 
have  been  passed  down  from  generation  to  gen- 
eration. The  robes,  masks  and  accessories  in  the 
present  show  come  from  the  Tokugawa  Museum 
(Nagoya).  which  was  founded  in  1935  by  the 
nineteenth  lord  of  Owari.  Yoshichika  Tokugawa.  a 
direct  descendent  of  the  first  shogun,  Ieyasu. 

The  exhibition  was  organised  by  the  Japan  Society 
of  New  York  City  and  has  been  made  possible  by 
grants  from  The  Coca  Cola  Company,  Atlanta, 
Georgia,  and  the  independent  Bottlers  of  Coca  Cola  in 
Japan.  The  indemnity  for  this  exhibition  was  granted 
by  the  Federal  Council  on  the  Arts  and  the 
Humanities.  Washington,  DC. 

The  Japanese,  long  famous  for  their  silk  industry, 
created  No  fabrics  that  rank  among  the  finest 
examples  of  Japanese  textiles.  Handwoven,  hand- 
dyed  silk  was  used  for  the  No  robes,  which  often 
included  stitched  designs  embroidered  on  these  rich 
fabrics  or  contrasting  materials  seamed  into  patch- 
work. The  actor,  totally  absorbed  in  becoming  his 
role,  chose  the  colour  and  textile  pattern  of  his 
costume.  He  selected  garments  that  would  best 
emphasise  his  individual  interpretation  of  the  part. 

The  mask  in  No  theatre  is  of  critical  importance. 
The  actor  selects  his  mask  before  choosing  his  robe 
and  meditates  before  putting  it  on.  Masks  are  re- 
quired for  the  principal  actor,  or  shite,  in  all  but  a  few 
plays.  The  mask  represents  a  type  of  character,  and 
great  pride  is  taken  by  the  craftsman  in  its  con- 
struction. They  are  painted  and  often  signed. 

Twenty-nine  headbands  and  caps  are  also  in- 
cluded in  the  exhibition.  Kazura-obi,  eight-foot  long 
headbands,  bound  female  wigs  to  the  male  actor's 
head  before  the  mask  was  attached.  Embroidered 
sumiboshi,  or  man's  cap.  is  peaked  at  the  top  and 
hangs  down  the  actor's  back. 

About  two  hundred  and  fifty  No  plays  are  per- 
formed. They  are  divided  into  five  categories  based  on 
the  role  which  the  leading  actor  takes:  god  plays: 
ghost  plays  about  dead  warriors:  woman  or  wig  plays 
in  which  the  actor  portrays  a  beautiful  heroine: 
demon  plays:  and  miscellaneous  subjects,  including 
mad-woman  plays.  A  sumptuous  catalogue  accom- 
panies the  exhibition. 


PERFECT  LIKENESSES: 
PORTRAITS  FOR  THE 
HISTORY  OF  THE  INDIAN  TRIBES 
OF  NORTH  AMERICA  (1836-1844)' 

A  current  exhibition  (through  4  September)  at  the 
Smithsonian's  National  Museum  of  History  and 
Technology  (Washington,  DC)  challenges  the  viewer 
to  determine  the  accuracy  of  paintings  and  litho- 
graphs of  the  great  Indian  chiefs  of  North  America. 
This  unique  exhibition  of  Indian  portraits  by  Charles 
Bird  King.  Henry  Inman,  and  lithographic  artists  of 
the  early  nineteenth  century,  poses  the  problem  of 
which  were  perfect  likenesses.  The  show  consists  of 
thirty  paintings,  one  hundred  and  sixty  lithographs, 
and  ten  original  artifacts. 

This  is  the  first  time  paintings  and  lithographs 
from  one  of  the  country's  most  ambitious  publishing 
ventures  in  the  early  nineteenth  century  have  been 
reassembled  under  one  roof  to  re-examine  the  ac- 
curacy and  credibility  of  works  of  art  as  historic  and 
social  documents  before  the  invention  of  photo- 
graphy. 

Using  a  variety  of  investigative  techniques.  Peter 
Marzio,  curator  of  graphic  arts  at  the  museum  and 
organiser  of  the  exhibition,  and  Herman  Viola, 
director  of  the  National  Anthropological  Archives  at 
the  National  Museum  of  Natural  History,  analyse  the 
accuracy  and  historic  value  of  these  works  of  art 
which  were  distributed  to  a  mass  American  market 
and  survive  as  a  major  resource  for  historians  and 
anthropologists  studying  the  American  Indian  be- 
fore the  Civil  War.  Herman  Viola  wrote  two  books 
upon  which  this  exhibit  is  based.  The  exhibit  focuses 
on  one  of  the  most  ambitious  lithographic  projects 
undertaken  in  America  -  the  three  volume  classic  by 
Thomas  L.  McKenney  and  James  Hall.  'History  of  the 
Indian  Tribes  of  North  America  (1836-1844)'. 

The  project  was  'constantly  perched  on  the  edge  of 
financial  suicide'  according  to  Marzio.  and  took  five 
publishers  and  a  legion  of  artists  to  complete.  The 
Mckenney-Hall  project  reproduced  lithographs  of 
Indians  from  at  least  eighteen  tribes  along  with  a  set 
of  biographical  sketches  and  a  short  general  history. 
For  six  dollars  a  subscriber  received  one  packet  of  six 
portraits  with  appropriate  biographies.  There  were 
twenty  packets  in  all.  to  be  bound  together  at  the 
customer's  expense  once  all  the  lithographs  had  been 
distributed.  Commenting  in  the  catalogue  which 
accompanies  the  show,  anthropologist  William  C. 
Sturtevant  notes  that  few  of  the  lithographs  showed 
the  non-Caucasoid  physical  features  that  we  know  to 
be  characteristic  of  North  American  Indians.  Marzio 
goes  on  to  explain  that  the  painting  technique 
reflected  the  point  of  view  of  the  nineteenth  century 
showing  the  Indian  as  a  noble  savage  in  the  wilder- 
ness. Early  lithographic  techniques  which  required 
that  each  step  be  done  by  hand,  also  required  certain 
constraints.  For  example,  images  had  to  be  simplified. 
The  Charles  Bird  King  paintings,  the  basis  for  the 
McKenny-Hall  lithographs,  were  done  by  the  artist  in 
his  Washington  dc  studio  when  the  great  Indian 
leaders  came  to  call  on  the  American  President.  The 
Bureau  of  Indian  Affairs  at  the  time  wanted  an 
accurate  record  of  the  way  Indians  looked  before 
they  were  absorbed  into  American  cultures  so  King 
was  paid  approximately  twenty-seven  dollars  for 
each  portrait. 

Although  King's  portraits  were  the  basis  for  the 
McKenney-Hall  lithographs,  they  could  not  be  lent  to 
the  lithographer's  studio  for  long  periods  of  time  so 
another  artist,  Henry  Inman,  was  engaged  to  make 
copies  of  the  King  paintings.  In  doing  so.  Inman 
simplified  the  outlines  of  the  figures  so  they  would  be 
easier  for  the  lithographic  artists  to  use. 
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Numerous  lithographic  artists  working  from 
Irsrnan  paintings  transferred  the  drawings  to  litho- 
graphic stones.  Often,  the  backgrounds  were  com- 
pletely eliminated  and  final  outlines  were  simplified. 
When  pulled,  the  black  and  white  lithographs  were 
hand  watercoloured  by  an  assembly  line  process 
that  employed  dozens  of  women  artists.  The  end 
result  was  advertised  as  a  'Perfect  Likeness'  of  the 
North  American  Indian.  But  as  Marzio  asks  -  how 
perfect  indeed? 

The  Charles  Bird  King  paintings  according  to 
Marzio  often  accurately  documented  the  sitters,  their 
costumes,  and  their  facial  tattoos.  The  facial  features 
in  King's  paintings  reflected  the  nineteenth-century 
point  of  view  and  his  preliminary  charcoal  drawings, 
usually  made  before  the  painting,  do  offer  some 
insight  into  the  sitter's  true  appearance.  The  fact  that 
the  exact  date  of  the  painting  and  name  of  each  sitter 
is  known  is  also  helpful  to  the  researcher.  And  more 
importantly,  the  lithographers  did  manage  to  retain 
some  of  the  qualities  of  King's  original  paintings. 
I 'sing  images  of  Rantchewaime.  wife  of  an  Indian 
chief,  as  an  example,  the  exhibit  shows  the  pro- 
gressive changes  as  one  goes  from  the  Charles  Bird 
King  preliminary  sketch,  to  the  completed  King 
portrait  in  1824.  to  Henry  Inman's  copy  portrait, 
and  finally  to  the  finished  hand-coloured  lithograph 
of  her  by  Albert  Newsam  in  1837. 

A  number  of  original  artifacts  from  the  period  are 
included  in  the  exhibit  such  as  newspaper  reviews 
and  letters  praising  the  history  of  the  Indian  tribes  of 
North  America,  advertising  broadsides,  and  several 
Indian  necklaces,  sashes,  and  medals  which  are 
shown  in  the  McKenney-Hall  lithographs.  Photos  of 
the  same  Indians  are  also  included  in  the  exhibition 
but  they  were  taken  twenty  years  after  the  litho- 
graphs were  done.  The  exhibit  was  designed  by 
Kichard  S.  Virgo,  chief  of  the  Museum  of  History  and 
Technology  exhibits  design  and  production  stall'. 

JAPANESE  SCREENS  IN  CLEVELAND 

Some  of  the  finest  Japanese  screen  paintings  in  the 
Western  world  were  until  recently  on  view  at  the 
Cleveland  Museum  of  Art  (Ohio)  in  the  exhibition. 
Japanese  Screens  from  the  Museum  and  Cleveland 
Collections'.  The  thirty-seven  sets  of  screens  in  this 
exhibition  -  twenty-eight  from  the  Museum  and  nine 
from  private  Cleveland  collections  -  illustrate  major 
themes  and  styles  of  Japanese  screen  painting  from 
the  mid-fifteenth  through  the  early  nineteenth  cen- 
turies. Particularly  well  represented  were  screens  of 
the  fifteenth  and  sixteenth  centuries.  According  to 
Museum  director  and  chief  curator  of  Oriental  art 
Sherman  E.  Lee.  the  Museum's  holdings  from  this 
period  constitute  one  of  the  two  or  three  largest 
collections  of  such  works  outside  of  Japan. 

Screens  made  of  layers  of  paper  that  have  been 
painted  and  stretched  over  light  wooden  frames  have 
been  used  both  for  decoration  and  as  partitioning 
devices  in  Japanese  interiors  from  earliest  times.  The 
simplest  screen,  a  single  panel  set  on  a  firm  base,  was 
often  placed  at  the  entrance  of  a  room  to  provide 
privacy.  A  second  format,  the  sliding  screen  \fusuma), 
was  used  for  dividing  rooms.  The  third  format,  the 
freestanding  folding  screen  (byobu).  usually  consist- 
ing of  two  or  six  hinged  panels,  served  as  an  en- 
closure within  a  room,  but  more  importantly,  as  an 
object  of  decoration,  much  like  a  painting  in  a 
Western  home. 

Unfortunately,  almost  all  early  Japanese  screens 
have  been  destroyed,  either  through  natural  disas- 
ters or  during  the  devastating  civil  wars  which 
ravaged  Japan  from  the  twelfth  to  the  sixteenth 
centuries.  The  earliest  work  in  this  exhibition  is  a  pair 


2.  Lions.  Tiger  and  Leopard.  Yamaguchi  Sekkei 
( 1 644-1 732),  one  of  a  pair  of  six-fold  screens, 
ink  and  colour  on  gold  ground  paper. 

of  six-fold  screens  executed  in  monochrome  ink 
during  the  second  quarter  of  the  fifteenth  century  by 
Ri  Shubun,  depicting  a  favourite  motif  of  Japanese 
artists.  Landscapes  of  the  Four  Seasons.  This  work, 
newly  acquired  by  the  Museum,  is  also  one  of  the 
earliest  known  screen  paintings  in  monochrome  ink. 

The  techniques  of  monochrome  ink  painting  were 
imported  from  China  during  the  Kamakura  Period 
(1185-13 3 3)  by  Zen  Buddhist  priests  who  found  the 
medium  perfectly  suited  to  the  expression  of  Zen 
concepts.  During  the  turbulent  Muromachi  Period 
(1392-1573).  when  Zen  monasteries  were  the 
centres  of  culture  in  Japan  and  Zen  priests  served  as 
artistic  advisers  to  the  shoguns,  monochrome  ink 
painting  became  the  dominant  mode  of  artistic 
expression. 

The  demands  of  late  Muromachi  Period  rulers  for  a 
richer  type  of  decoration  were  satisfied  by  works  like 
the  boldly-designed  Tiger  and  Dragon  in  this  exhi- 
bition -  a  pair  of  six-fold  screens  in  monochrome  ink 
by  Sesson  (c.  1  504 -r.  I  589).  Civil  warfare  came  to 
an  end  in  the  Momoyama  Period  (1573-1615),  and 
in  the  new  era  of  peace  and  prosperity,  nobles  and 
warriors  erected  vast  castles  whose  many  rooms 
required  enormous  numbers  of  brilliant  screens  for 
decoration.  The  screens  commissioned  for  the  public 
rooms  of  these  castles  were  large  in  scale  and 
pictured  monumental  trees,  hawks  and  peacocks, 
lions  and  tigers,  and  other  Bora  and  fauna  painted  in 
dazzling  colours  on  a  ground  of  gold  leaf. 

A  colourful  golden  screen  from  the  Museum's 
collection,  dating  from  the  Momoyama  Period, 
shows  the  arrival  of  Portuguese  ships  at  Nagasaki. 
The  fascination  of  the  Japanese  with  the  'Southern 
Barbarians',  as  they  called  the  Europeans,  resulted  in 
a  number  of  such  screens  (No.  21. 

The  peak  of  creativity  in  Japanese  screen  painting 
occurred  during  the  Edo  Period  ( 1  (S 1  5-1868).  when 
a  variety  of  decorative  styles  developed  to  satisfy  the 
tastes  of  the  aristocracy  and  the  newly-rich  mer- 
chant class.  The  Rimpa  school,  also  known  as  the 
Sotatsu-Korin  school,  after  the  greatest  exponents  of 
the  style,  employed  gold,  silver,  and  brilliant  colours 
to  create  elegant  screens  whose  motifs  were  fre- 
quently drawn  from  classical  Japanese  literature. 

The  Rimpa  screens  in  this  exhibition  include 
masterworks  by  Sotatsu  (1576— 1643?),  the  most 
creative  of  the  Edo  Period  screen  painters,  and  his 
followers.  Kitagawa  Sosetsu  (active  mid-seventeenth 
century),  Fukae  Roshu  (1699-1757).  and 
Watanabe  Shiko  ( 168  3-1  755). 


Another  style  of  Edo  painting  -  one  which  had 
great  appeal  to  the  rising  middle  classes  -  focused  on 
scenes  of  people  enjoying  themselves  at  picnics  and 
festivals.  The  Horse  Race  at  the  Kamo  Shrine,  a  pair  of 
gorgeously-coloured  six-fold  screens  newly  acquired 
by  the  Museum,  is  a  superb  example  of  this  style.  It 
also  provides  a  fascinating  view  of  different  levels  of 
Japanese  society  in  the  seventeenth  century. 

Monochrome  ink  painting,  inspired  by  Chinese 
themes,  continued  in  favour  with  Edo  Period  artists, 
some  of  whom  handled  the  medium  with  great  orig- 
inality, and  even  humour,  as  exhibited  in  another 
recent  Museum  acquisition  -  Soga  Shohaku's 
caricature  of  The  Eight  Immortals  of  Drinking,  a  pair  of 
six-fold  screens  which  record  a  drunken  excursion  of 
eight  T  ang  Dvnasty  scholars. 

The  inlluence  of  Western  art  is  seen  in  the  screens 
of  Maruyama  Okyo.  an  eighteenth-century  artist 
who  advocated  the  direct  observation  and  objective 
portrayal  of  nature.  In  his  beautiful  pair  of  six-fold 
screens  entitled  Winter  Dag  and  Summer  Xight,  Okyo 
uses  Oriental  brush  techniques  to  create  spacial 
depth  in  the  Western  manner. 

The  latest  work  in  the  exhibition .  a  single  screen  by 
Hokuba  1 1  77 1  -1  844).  portraying  a  courtesan  of  the 
Edo  pleasure  district,  is  an  example  of  ukigo-e.  a  style 
which  derived  its  themes  from  the  activities  of  the 
urban  everyday  world.  A  catalogue  illustrating  all  of 
the  works  which  were  displayed  is  available. 

PAINTING  AND  SCULPTURE 
IN  CALIFORNIA: 
THE  MODERN  ERA 

The  above  is  the  title  of  an  important  exhibition 
which  can  be  seen  through  1 1  September  at  the 
National  Collection  of  Fine  Arts.  Smithsonian 
Institution  (Washington.  DC).  This  large  exhibition  of 
works  by  one  hundred  and  ninty-nine  artists  demon- 
strates the  complex  variety,  scope  and  stature  of  art 
created  in  California  from  1900  to  1976.  Emphasis  is 
given  to  those  who  have  been  pioneers,  not  only 
within  the  geographical  confines  of  California  but 
throughout  the  world.  All  the  artists  have  spent  a 
major  part  of  their  mature,  developed  careers  work- 
ing in  California  and  all  the  works  were  produced  in 
the  state.  The  exhibition  unfolds  chronologically  and 
groups  together  artists  of  similar  periods  and  aes- 
thetic concerns.  It  is  organised  around  the  various 
directions  underway  in  northern  California  (centred 
around  the  San  Francisco  Bay  area)  and  those  in  the 
southern  part  of  the  state  (centred  around  greater 
Los  Angeles1  and  shows  the  achievements  and 
activities  which  have  emerged  as  special  to  California 
and  which  have  contributed  to  the  entire  nation's  art 
history.  A  sustaining  activity  in  southern  California. 
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!  for  example,  has  been  devoted  to  various  forms  of 
colour,  light,  and  hard-edge  art.  This  began  with 
Stanton  Macdonald- Wright's  work  in  the  1 920s  and 
has  been   pursued   by   Lorser   Feitelson.  |ohn 

!  McLaughlin  and.  later.  Billy  Al  Bengston  and  Ron 
Davis.  Another  example  of  a  rich  body  of  work 
associated  with  California  is  the  indigenous  develop- 
ment of  unique  achievements  in  expressionist  paint- 
ing, both  abstract  and  figurative,  in  San  Francisco  in 
the  1 94<>s  and  1 9  sos.  New  work  of  great  stature  was 
produced  by  Clyfford  Still  during  the  1 940s and,  then 
and  later,  by  Richard  Diebenkorn,  Frank  Lobdell, 
David  Park  and  Hassel  Smith. 

The  exhibition,  and  its  accompanying  publication, 
was  organised  by  Henry  T.  Hopkins.  Director  of  the 
San  Francisco  Museum  of  Modern  Art.  with  the 
collaboration  of  Walter  Hopps.  National  Collection  of 
Fine  Arts  Curator  of  Twentieth-Century  Fainting 
and  Sculpture. 


RUBENS  IN  AMERICA 

Walter  A.  Liedtke 

Three  decades  have  passed  since  the  indispensable 
book  with  the  above  title  appeared,  and  we  could  well 
use  a  new  edition  expanding  Julius  field's  catalogue 
to  include  the  many  more  recent  acquisitions  and 
bringing  up  to  date  Jan-Albert  Goris'  essay  on  the 
American  appreciation  of  Rubens.  In  19 14 
Valentiner  lamented  the  artist's  poor  representation 
in  America,  which  Goris  relates  to  the  'rather 
amazing  prestige  Ruskin  enjoyed  here',  a  Puritan 
view  of  Rubens'  ample  nudes,  and  an  undoubtedly 
self-conscious  objection  to  his  'vulgarity'  (how 
American  an  estimate  of  social  panache  was  Elbert 
Hubbard's  claim  in  1899  that  Rubens  taught  the 
Spanish  court  how  to  roll  a  cigarette  while  engaged 
in  conversation!).  Reportedly  there  were  no  art 
critics  and  the  general  public  was  'lamentably 
ignorant  of  art  matters',  but  today  'Goris  and  Held' 
can  be  considered  the  pioneering  example  of  an 
already  monumental  American  contribution  to 
Rubens  scholarship,  while  American  museums  and 
collectors  have  made  up  remarkably  for  the  late  start. 

Exhibitions  in  America  have  had  to  work  around 
the  epic  event  in  Antwerp  (an  early  casualty  was  the 
exhibition  of  drawings  planned  at  Princeton),  but 
three  exhibitions  and  two  valuable  catalogues  have 
already  been  produced.  The  most  important  of  the 
four  hundredth  anniversary  year  is  'Rubens  and  the 
Book.  Title  Pages  by  Peter  Paul  Rubens',  held  2-31 
May  at  the  Chapin  Library  of  Williams  College  in 
Williamstown.  Massachusetts.  The  catalogue  was 
written  by  Julius  Held  and  seven  students  in  his 
graduate  seminar.  All  of  the  title  pages  designed  by 
Rubens  are  illustrated  and  discussed  in  the  fifty-two 
entries,  which  with  the  incisive  introduction  by 
Professor  Held,  seven  essays  on  various  aspects  of 
Rubens'  designs  for  books,  thirty  illustrations  of 
supplementary  material  (such  as  preparatory  draw- 
ings), a  bibliography  and  concordance,  form  a  very 
substantial  volume  (three  hundred  and  ten  pages) 
which  will  become  a  standard  reference  work.  About 
thirty-five  of  the  actual  books  were  on  view. 

A  much  smaller,  but  informative  exhibition  called 
Rubens  in  Prints'  was  sponsored  by  the  Department 
of  Fine  Arts  at  the  College  of  William  and  Mary  in 
Williamsburg.  Virginia  (Swem  Library.  18  April  - 
14  May),  and  will  go  on  to  the  Fine  Arts  Building  of 

I  the  University  of  Arkansas.  Little  Rock  ( 1  5  September 
-  16  October).  Despite  a  shoestring  budget.  Miles 

I  Chappell  assembled  twenty-three  engravings,  etch- 
ings and  woodcuts  illustrating  Rubens  and  the 


Renaissance,  the  Antique,  the  Church  and  the  Royal 
Courts.  It  seems  titling  that  a  catalogue  produced  in 
colonial  Williamsburg  should  include  'Some 
Observations  on  Rubens  and  American  Art'.  A  good 
selected  bibliography  follows  some  useful  entries  (in 
pari  by  other  scholars)  on  prints  illustrating  both 
Rubens'  'refluent  ebb  of  taste'  and  his  'lawless  style, 
from  timid  systems,  free'  (Washington  Allston  in  a 
poem  on  the  Luxembourg  Gallery.  181  }). 

Another  exhibition  entitled  Rubens  in  Prints'  was 
unfortunately  conceived  too  late  (replacing  a  cancel- 
lation) to  include  a  catalogue,  but  Suzanne  Boorsch 
thoughtfully  selected  forty-six  prints  and  some  pre- 
paratory drawings  from  the  collections  of  the 
Metropolitan  Museum  of  Art  ( 5  April  -  19  June).  The 
much  discussed  drawings  for  Jegher's  woodcut  of  the 
Garden  of  Love  and  also  that  for  Vorsterman  s 


Martyrdom  of  St.  Lawrence  were  shown  with  all  nine 
woodcuts,  the  retouched  counterproof  of  the  Saint 
Catherine  etching,  and  a  great  variety  of  subjects 
engraved  by  Soutman,  Vorsterman,  Pontius,  the 
Bolswert  brothers  and  other  engravers  who  worked 
under  Rubens'  unrelenting  supervision. 

The  Cleveland  Museum  of  Art  has  grouped  a  few 
woodcuts  and  drawings  with  the  three  oils  usually 
on  view;  for  two  of  the  latter  especially  the  explana- 
tory labels  have  overdone  the  birthday  spirit.  Besides 
the  Arkansas  show,  the  year  still  promises  an  exhib- 
ition of  'Antwerp  Drawings  and  Prints  of  the  16th 
and  1  7th  Centuries'  (formed  by  the  Belgian  Ministry 
of  Foreign  Affairs  and  circulated  through  the 
Smithsonian  Institution)  at  the  University  of  Iowa 
Museum  of  Art  (10  September  -  16  October):  in  a 
colloquium  on  7  and  8  October  there  will  be  at  least 


Cornklis  Galle  after  Rubens. 

Title  page  to  'Justi  Lipsi  V.C.  Opera  Omnia'  ('All  the  works  of  the  famous  Justus  Lipsius').  Antwerp.  1637. 
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Cornelis  Galle  after  Rubens. 
Bust  of  Seneca. 

engraving  from  the  Justus  Lipsius  edition  of 
'L.  Annaei  Sennecae  Opera'.  Antwerp,  1615. 

seven  distinguished  speakers  including  Professors 
Haverkamp  Begemann  and  Judson  on  Rubens.  A 
small  exhibition  of  paintings  and  drawings  by 
Rubens.  Van  Dyck  and  Jordaens  will  be  at  the 
University  of  Wisconsin,  Milwaukee,  from  3 
November  to  1 5  December,  and  will  be  opened  by  a 
symposium  on  4  and  5  November  including  papers 
by  Professors  Begemann,  Held.  Judson  and  Martin. 
Professors  Begemann.  Held  and  Martin  have  already 
contributed  to  the  colloquium  in  Antwerp  (28-30 
Junel  along  with  Svetlana  Alpers,  Anne-Marie 
Logan.  Marjon  van  der  Meulen  and  Jeffrey  Muller. 
An  exhibition  organised  by  my  recent  seminar  at 
Ohio  State  University  and  probably  to  be  entitled 
'Rubens  as  a  Designer'  will  be  held  at  the  Columbus 
Gallery  of  Fine  Arts,  but  the  dates  and  number  of 
loans  are  as  yet  uncertain.  A  digestif  should  be  more 
palatable  than  a  hasty  entree  in  the  festival  year. 

Rubens  scholarship  in  America  has  become  a 
great,  if  young  tradition  owing  little  of  its  present 
drive  to  the  Quadricentenary,  although  more  than 
one  author  has  had  hopes  for  this  year,  and  Professor 
Haverkamp  Begemann  will  take  the  occasion  to 
critically  review  recent  literature  (this  will  surely 
prove  as  essential  as  his  Rembrandt  review  for 
1969).  Four  of  the  five  parts  of  the  Corpus 
Rubeniartum  published  by  1976  were  written  in 
America:  volumes  on  the  ceiling  paintings  for  the 
Jesuit  Church  and  the  Triumphal  Entry  of  the 
Cardinal  Infante  Ferdinand  by  John  Rupert  Martin  at 
Princeton,  on  the  Achilles  series  of  tapestries  by 
Haverkamp  Begemann  at  Yale,  and  on  the  dec- 
orations|  for  |  the  Torre)  de  la  |  Parada  by  Svetlana 
Alpers  at  Berkeley.  Two  volumes  are  reportedly 
appearing  in  1977:  Rubens's  Portraits  for  the 
Foreign  Courts'  by  Frances  Huemer,  and  'Rubens's 
Book  Illustrations  and  Title  Pages'  by  J.  Richard 
Judson  and  Carl  van  de  Velde;  Professors  Huemer 
and  Judson  are  at  the  University  of  North  Carolina. 
Professor  Judson  has  also  written  the  catalogue 
'Rubens  as  a  Book  Illustrator'  for  the  Plantin- 
Moretus  Museum  in  Antwerp  ( 7  May  -  4  July). 

Two  appropriately  heroic  projects  should  be  pub- 
lished in  the  near  future  and  give  Rubens  research  a 
thoroughly  reinforced  foundation:  Julius  Held's 
critical  catalogue  of  the  complete  oil  sketches  will  be 
published  by  Princeton  University  Press  in  1978. 


and  Haverkamp  Begemann  and  Anne-Marie  Logan 
intend  to  complete  their  catalogue  raisonne  of  the 
drawings  by  the  end  of  this  year.  In  addition  to  his 
two  Corpus  Rubenianwn  volumes.  John  Rupert 
Martin  has  also  edited  'Rubens:  The  Antwerp 
Altarpieces'  (New  York.  1969)  and  Rubens  Before 
1620'  (Princeton,  1972)  and  contributed  sub- 
stantial essays  on  both. 

The  example  of  such  senior  scholars  has  inspired  a 
considerable  amount  of  new  graduate  work.  Three 
Ph.D.  dissertations  have  recently  been  completed 
at  Princeton:  Thomas  L.  Glen.  Rubens  and  the 
Counter-Reformation:  Studies  in  his  Religious 
Paintings  between  1609  and  1620'  (1975:  just 
published  by  Garland):  M.  Moisan,  'The  History  of 
Decius  Mus  by  Peter  Paul  Rubens'  (1975);  and 
Charles  Scribner  ill's  study  of  Rubens'  largest  tap- 
estry cycle,  the  Triumph  of  the  Eucharist.  Just  com- 
pleted are  Jeffrey  Midler's  dissertation  on  'Rubens  as 
a  Collector'  (Yale)  and  Frances  P.  Daugherty's  on 
'The  Self-Portraits  of  Peter  Paul  Rubens'  (North 
Carolina).  Nancy  de  Grummond's  'Rubens  and 


Antique  Coins  and  Gems'  was  completed  at  North 
Carolina  in  1968.  Lisa  Vergara  is  working  on 
Meaning  in  Rubens's  rural  landscapes'  at  Columbia. 
Another  recent  product  of  graduate  research  is  the 
excellent  catalogue  'Rubenism'  1 1975).  an  exhib- 
ition by  the  Department  of  Art  at  Brown  University 
and  the  Museum  of  Art.  Rhode  Island  School  of 
Design. 

Finally,  three  outstanding  acquisitions  deserve  to 
take  our  review  beyond  its  scope:  the  Duke  of 
Buckingham  oil  sketch  at  Fort  Worth  {The 
Connoisseur.  October  1976).  the  monumental  Saint 
Ignatius  of  Loyola  at  the  Norton  Simon  Museum,  and 
the  Peace  Embracing  Plenty  recently  acquired  for  the 
Yale  Center  for  British  Art.  This  brilliant  oil  sketch 
(which  some  readers  will  recall  from  its  exhibition  at 
Colnaghi's  not  long  ago)  is  a  study  for  the  Whitehall 
ceiling,  which  thanks  to  the  research  of  Julius  Held 
has  recently  been  installed  the  right  way  around  for 
the  first  time  since  probably  the  eighteenth  century. 
Of  all  the  recent  tributes,  this  one  would  undoubtedly 
please  Rubens  best. 


Peter  Paul  Rubens.  Peace  Embracing  Plenty,  oil  on  panel.  24!  x  i8|  inches. 
Yale  Center  for  British  Art.  Paul  Mellon  Collection. 

An  oil  sketch  for  part  of  the  Benefits  of  the  Government  of  ]ames  1  on  the  Whitehall  ceiling. 
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East  Dorset 

Boucher  Peintures 

Japanese  Prints  and  Drawings 

Utamaro,  estampes, 
livres  illustres 

Scottish  Painting  1837-1939 
East  Dorset 

The  Inventory  of  the  Royal  Commission 
on  Historical  Monuments 
156  pages.  94  plates.  7  maps 
London:  her  M  ijesty's  m  vtioni  k\  office 
£1 7.00 

This  is  the  concluding  volume  of  the  Royal 
Commission's  monumental  survey  of  the  County  of 
Dorset,  which  has  taken  well  over  twenty  years  to 
complete.  I  And.  strictly  speaking,  it  is  even  now 
unfinished,  as  in  1 9  74  a  corner  of  Hampshire, 
including  Christchurch  and  Bournemouth,  was 
transferred  to  Dorset  I.  This  volume  is  almost  exactly 
the  same  length  as  its  predecessor  on  North  Dorset, 
reviewed  in  The  Connoisseur  of  May  1973,  when  the 
price  was  £6.50. 

Dorset  is  of  course  renowned  for  its  prehistoric 
monuments,  and  this  volume  has  a  full  comple- 
ment. The  most  striking.  Bradbury  Rings,  a  great 
Iron  Age  hill-fort,  still  awaits  excavation.  Knowlton 
Circles,  a  group  of  Neolithic  earthworks,  have  been 
much  mutilated  by  later  cultivation  and  road 
construction:  the  only  one  that  is  still  fairly  well 
preserved  encompasses  Knowlton  church,  long 
ruinous.  The  parishes  of  Gussage  St.  Michael  and 
Pentridge.  on  the  Chalk,  contain  at  least  eleven 
Neolithic  Long  Barrows,  some  in  a  good  state,  but 
only  two  as  yet  excavated. 

The  churches  of  East  Dorset  are  not  on  the  whole 
very  enjoyable.  The  only  one  of  importance  is 
W  imborne  Minster,  which,  apart  from  maltreat- 
ment in  the  Victorian  period  (including  some 
dreadful  glass  1.  has  two  basic  defects:  a  central 
tower  and  a  single  west  tower  of  roughly  similar 
dimensions,  so  that  visually  they  compete  against 
each  other,  and  a  mixture  of  materials,  greensand 
stone  probably  floated  down  the  Stour  from  near 
Sturminster  Newton,  light  grey  Purbeck  limestone, 
and  dark  brown  ironstone  from  the  nearby  heath- 
lands.  These  stones,  differing  widely  in  tone,  consort 
ill  together,  and  the  effect  is  bad:  Wimborne  Minster 
is  truly  a  spotted  dog.  and  a  great  come-down  from 
Sherborne.  Nevertheless,  there  are  some  beautiful 
details,  especially  of  sculpture,  including  a  number 
of  hood-mould  terminals  lor  label  stops),  to  which 
lull  justice  is  done.  In  particular.  Moses,  in  the 
choir,  with  a  long  plaited  beard  and  a  pair  of  small 
horns,  is  a  delight. 

But  the  principal  interest  of  this  volume  for 
many,  probably  most,  readers  will  reside  in  the 
houses.  These  include  four  of  major  importance. 
Cranborne  Manor.  St.  Giles's  House  at  Wimborne 
St.  Giles.  Crichel  and  Kingston  Lacy,  as  well  as 
several  smaller  and  less  familiar  houses  of 
distinction,  such  as  Edmondsham  and  Cranborne 
Lodge.  Full  justice  is  done  to  the  fact  that  Cranborne 
Manor  contains,  embedded  in  Cecil's  charming 
Jacobean  house,  substantial  remains  of  King  John's 


hunting  lodge  of  r.  1208.  which  establishes  it. 
although  one  would  hardly  suspect  it  from  outside, 
as  one  of  the  earliest  surviving  domestic  buildings  in 
the  country.  John  Norden's  plan  and  elevation  of 
1605.  preserved  at  Hatfield,  is  very  pertinently 
reproduced. 

It  is  unhappily  scarcely  necessary  to  add  that  the 
strange  perversities  which  have  long  characterised 
these  otherwise  splendid  volumes  in  the  matter  of 
user's  convenience  still  persist.  Plates  are  difficult  to 
locate  and.  where  several  occur  on  a  page,  have  no 
separate  numbers.  Three  exterior  views  of  St.  Giles's 
House  are  distanced,  incomprehensibly,  by  8  pages 
of  unrelated  text  and  some  pictures  of  earthworks. 
Moreover,  as  the  Inventory  records,  the  wings  were 
demolished  in  1 971/2  and  about  the  same  time 
the  disagreeable  cement  rendering  added  at  the  end 
of  the  eighteenth  century  was  stripped  off.  Why. 
therefore,  are  no  photographs  included  of  the  house 
as  it  is  today?  There  must  have  been  plenty  of  time 
to  have  had  them  taken.  Alec  Clifton-Taylor 


Boucher  Peintures 

By  Alexandre  Ananoff 
with  Daniel  Wildenstein 
2  volumes 

Geneva:  la  bibliotheque  des  arts 
840  Francs 

Here  at  last  is  M.  Ananoff 's  long-awaited  catalogue 
raisonne  of  Boucher's  paintings.  It  is  a  formidable 
work,  at  a  formidable  price  1 840  francs  I  which 
unfortunately  will  put  it  beyond  the  means  of 
most  scholars  and  a  good  many  English  libraries. 
This  is  to  be  regretted,  since  despite  its  sumptuous 
appearance  and  format,  this  book  is  the  only  serious 
major  study  of  Boucher's  paintings  to  have  been 
published  for  many  years.  Neither  A.  Michel's 
Boucher'  of  1896.  nor  Pierre  de  Nolhac's  of  1925 
have  worn  particularly  well  and  both  are  now 
virtually  obsolete.  What  M.  Ananoff  has  done  with 
admirable  thoroughness  and  clarity  -  despite  some 
strong  criticisms  of  his  earlier  volume  on  Boucher's 
drawings  -  is  to  assemble  all  the  known  documen- 
tation relevant  to  the  artist.  Salon  criticisms  and 
other  references,  and  to  set  out  the  paintings  in 
chronological  order  together  with  preliminary 
drawings,  contemporary  engravings  after  lost 
works,  tapestries  and  versions  of  the  paintings  in 
porcelaine  de  Sevres  and  so  on. 

The  reader  is  thus  able  to  follow  Boucher's  entire 
development  from  the  vigorous  early  works  in  the 
style  of  his  master  Lemoyne  to  the  rather  flaccid, 
stereotyped  nymphs  of  the  middle  and  later  periods. 
For  the  first  time  we  can  form  a  clear  picture  of  this 
despised  and  underrated  painter  whose  art  had 
received  so  little  serious  attention  that  until  1913 
the  Rape  ofEuropa  in  the  Wallace  Collection  was 
attributed  to  Lemoyne.  and  the  Musical  Contest  was 
long  thought  to  be  by  Boucher  and  only  recently 
restored  to  Fragonard.  At  last  Boucher's  true 
individuality  is  beginning  to  emerge,  and  it  is  no 
longer  so  easy  to  dismiss  him  as  a  facile  repetitive 
hack  who  worked  for  a  small  clique  at  the  court  of 
Louis  xv.  If  there  was  a  certain  deterioration  in  the 
quality  of  his  work  towards  the  middle  of  his  career 
this  was  not  due  to  the  influence  of  Mme.  de 
Pompadour,  as  the  exquisite  portraits  in  the 
Wallace  Collection  and  the  Victoria  and  Albert 
Museum  testify,  but  his  native  laziness  which  led 
him  to  dispense  with  study  from  the  living  model 
and  to  rely  excessively  on  memory.  Thanks  to 
M.  Ananoff 's  labours  it  ought  now  to  be  possible  to 
sift  political  prejudice  from  artistic  judgement  and 


to  assess  Boucher  purely  on  his  merits  as  a  painter. 
Whether  we  are  sympathetic  or  not  to  the  artist's 
highly  artificial  world  of  pastoral  idyll  and  fantasy, 
we  are  compelled  to  recognise  the  truth  in  the 
Goncourts'  claim  that  Boucher  was  the  greatest 
natural  colourist  of  the  French  school. 

While  there  is  little  point  in  criticising  a  book  for 
not  doing  what  it  does  not  claim  to  do.  it  must  be 
added  that  many  questions  about  Boucher's  art  and 
career  remain  unanswered.  In  a  very  brief  preface 
there  is  no  attempt  at  critical  or  historical  analysis, 
no  discussion  of  the  meaning  of  Boucher's  paintings 
or  their  sources  -  not  all  of  which  are  quite  as 
obvious  as  they  may  seem;  there  is  nothing  about 
his  patrons  (the  interesting  Comte  de  Tessin.  for 
example,  the  Swedish  Ambassador  at  the  Court 
of  Louis  xv  who  bought  some  of  Boucher's  finest 
paintings  including  the  beautiful  Dressmaker  in 
Stockholm)  and  little  except  in  passing  reference 
to  Boucher's  relationship  to  artists  like  Bloemart. 
Castiglione  and.  in  his  own  century,  to  Lemoyne 
and  to  his  most  brilliant  and  versatile  pupil. 
Fragonard.  Moreover,  any  discussion  of  Boucher 
without  reference  to  the  pastoral  tradition  in 
literature  and  the  theatre  must  be  incomplete. 
All  this  work  has  still  to  be  done.  M.  Ananoff  has 
provided  the  'documents  pour  servir'  for  future 
research,  and  this  is  a  considerable  achievement. 
He  has  assembled  a  valuable  collection  of  docu- 
ments and  excellent  plates  to  which  any  student  in 
the  future  will  be  indebted.  Especially  useful  is  the 
list  at  the  end  of  the  second  <r'<lume  of  all  lost  works. 
The  book  opens  with  a  chronological  table  of  all 
contemporary  references  to  Boucher  and  quotes 
extensively  from  all  kinds  of  source  material, 
especially  Salon  criticism:  one  might  only  wish  that 
in  a  book  of  this  scope  quotations  were  given  in  full 
and  that  certain  references  were  easier  to  follow  up. 
It  might  also  be  objected  that  some  ot  the  more 
recent  allusions  to  the  artist,  in  he  Temps  and  similar 
places,  were  too  trivial  to  be  included,  especially 
since  most  of  them  say  much  the  same  thing  in 
slightly  different  words. 

These,  however,  are  small  criticisms  of  a 
monumental  work  of  scholarship  which  all 
students,  dealers,  connoisseurs  and  those  interested 
in  the  French  eighteenth  century  will  find 
indispensable.  Whether  it  will  raise  Boucher  in  the 
general  public  estimation  is  another  matter.  The 
vituperative  attacks  launched  by  Diderot  (who 
wrote  that  'this  man  has  everything  except  truth' 
in  the  Salon  of  I  761 1  have  unfortunately  stuck, 
and  for  the  entire  Romantic  generation  Boucher 
was  a  synonym  for  decadence  and  artificiality,  the 
absolute  negation  of  the  subjective  values  they 
placed  above  everything  else.  Not  even  the  highly 
coloured  rhetoric  of  the  Goncourt  brothers  nor  the 
more  dow  n-to-earth  scholarship  of  Thore-Biirger 
has  greatly  altered  this  judgement,  for  we  still  live 
today  under  the  influence  of  Romantic  attitudes 
and  find  it  hard  to  appreciate  an  artist  who  was 
a  brilliant  technician  but  deficient  in  creative 
imagination.  Nor  do  modern  art  historians  show 
much  interest  in  Boucher  who  cannot  readily  be 
shown  to  'lead  on'  to  later  artistic  developments. 
But  at  least  M.  Ananoff's  book  will  make  it  easier  for 
us  to  look  with  unprejudiced  eyes  at  the  undeniable 
beauty  of  many  of  Boucher's  paintings  and 
drawings.  As  that  remarkably  perceptive  critic. 
Jeanne  Magnin.  wrote  in  'Le  paysage  francais  des 
enlumineurs  a  Corot'  (1928).  we  must  forget  when 
looking  at  Boucher  about  nineteenth-century 
doctrines  of  truth  to  nature  according  to  Balzac, 
George  Sand  and  Millet.  Then,  perhaps,  we  may 
realise  that  the  artist  was  not  so  far  removed  from 
real  life  after  all.  David  Wakefield 
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apanese  Prints  and  Drawings 

from  the  Vever  Collection 
By  jack  Hillier 
3  Volumes 

1034  pages,  numerous  illustrations 
Edition  limited  to  2.000  numbered  copies 
London:  sotheby  parke  bernet 
£100.00 

Utamaro,  estampes, 
Uvres  illustres 

Catalogue  of  an  exhibition  held  at 
Huguette  Beres.  25  Quai  Voltaire,  Paris  vn 
1 36  illustrations 
75  Francs 

The  dispersal  of  the  Vever  collection  of  Japanese 
prints  by  Sotheby's  caused,  in  three  sales, 
something  of  a  sensation  in  the  Japanese  print 
collectors'  world.  Partly  this  was  due  to  the  source 
of  the  material. 

Henri  Vever  was  born  in  1854.  He  became  an 
avid  collector  not  only  of  Japanese  prints,  but  also  of 
Western  prints,  etchings,  paintings  and  illustrated 
books.  As  a  leading  jeweller  in  Paris,  he  knew  many 
collectors  and  dealers,  and  was  a  customer  of  Bing. 
then  the  leader  of  the  dealers  catering  to  the  taste 
for  Japonisme.  In  the  1920s  he  sold  a  large  number 
of  Japanese  prints  to  the  industrialist  Kojiro 
Matsukata:  these  are  now  the  basis  of  the  collection 
of  Tokyo  National  Museum.  Vever  kept  some  of  his 
prints,  however,  and  continued  to  buy  more:  it  is 
this  latter  collection  that  formed  the  Sotheby  sales. 
This  background  to  the  collection  made  expectation 
run  high,  and  the  prints  themselves  were  no 
disappointment.  Mostly  these  were  interesting  or 
rare  prints  in  excellent  condition.  Included  also 
were  some  printed  books,  and  some  drawings: 
among  them  three  exceedingly  interesting 
drawings  by  that  enigmatic  artist  Sharaku,  and 
some  famous  drawings  by  Hokusai. 

The  two  catalogues  that  have  appeared  so  far 
were  justifiably  titled  catalogues  of  Highly 
Important  Japanese  Prints.  Illustrated  Books  and 
Drawings  .  .  .  from  the  Henri  Vever  Collection'. 
Auctioneers  take,  or  ought  to  take,  great  pride  in 
the  quality  of  their  catalogues;  many  become 
standard  reference  books.  The  Vever  sale  catalogues 
promised  to  do  just  that:  two  hefty,  solidly  bound, 
w  ell-illustrated  catalogues  of  some  four  hundred 
and  twelve  items  in  1974,  and  four  hundred  and 
ten  in  1975  and  a  third  in  March  1977  with 
another  four  hundred  and  fifteen  lots.  As  such 
catalogues  will,  the  first  has  become  difficult  to 
obtain  and  expensive.  These  three  catalogues  and 
the  remaining  few  prints  retained  by  the  owner  of 
the  collection  have  been  sifted,  collated  and 
reprinted  in  a  larger  format  to  form  the  three 
volumes  reviewed  here.  Not  all  the  items  sold  are 
included  (for  the  total  here  comes  to  nine  hundred 
and  seventy-three  items,  lots,  as  it  were)  but  all 
those  included  are  illustrated,  many  in  colour.  It 
should  therefore  be  said  that  these  three  volumes  do 
not  replace  the  sale  catalogues:  they  rationalise 
them. 

In  many  ways.  Japanese  prints  are  very  suitable 
subjects  for  a  catalogue,  and  the  text  of  a  good  sale 
catalogue,  such  as  we  are  accustomed  to  from 
Sotheby's,  where  Mr.  Hillier  has  catalogued  them 
for  so  long,  provides  as  much  information  as  one 
needs  to  know.  The  entries  for  these  three  volumes 
have  been  transferred  almost  unchanged  from  the 
sale  catalogues.  It  should  be  said,  however,  that 
such  is  the  standard  of  Mr.  Hillier's  work  that  little 


revision  would  have  been  necesssrv.  Cross  references 
to  other  examples,  or  to  slight  variations  in  the  blocks 
that  are  to  be  found  illustrated  in  other  catalogues 
are  plentifully  provided,  and  inscriptions  have 
been  read.  The  style  is  quite  simply  the  working 
catalogue  style,  brief  and  to  the  point.  There  is  little 
discussion  of  the  subject  matter  such  as  is  to  be  found 
in  Waterhouse's  'Images  of  Eighteenth-Century 
Japan',  and  none  of  the  slightly  fatuous  comment 
to  be  found  in  Ledoux,  nor  is  there  usually  an 
attempt  at  a  precise  date  (so  dangerous)  as  there 
is  in  the  Clarence  Buckingham  catalogues. 

The  third  sale  catalogue  has  not  yet  been 
circulated,  so  no  analysis  of  differences  in  content 
between  the  various  sale  catalogues  and  the 
finished  entries  for  each  artist  can  yet  be  attempted. 
But  if  one  takes  an  artist  almost  at  random  and 
follows  him  from  the  first  two  sale  catalogues  to 
these  volumes,  one  can  see  at  least  what  has  been 
omitted  from  the  first  two  sales.  Let  us  take  Isoda 
Koryusai  -  here  unfortunately  spelled  Isodo  at  the 
running  heads  -  and  we  can  find  in  the  first  sale 
nineteen  items,  eighteen  of  which  are  illustrated 
(the  other  is  a  shunga  print),  in  the  second  sale 
seventeen  items,  all  illustrated.  (One  of  these  is  a 
shunga  print  also,  but  now  it  is  illustrated:  is  this  a 
litmus  paper  of  social  change  from  1974  to  1975?) 
From  the  first  sale,  two  do  not  appear  here,  the 
shunga  and  a  doubtful  attribution:  from  the  second, 
only  one,  the  illustrated  shunga  print,  is  dropped 
I  with  sales  in  Japan  in  mind?).  This  is  a  very 
sensible  rationalisation.  What  is  added  cannot  be 
told  until  the  third  catalogue  appears:  but  there  are 
three  colour  plates  of  Koryusai  prints  in  the  three 
volume  set.  and  only  one  has  appeared  before. 

Most  of  the  prints  in  the  Vever  collection  belong 
to  the  later  periods  of  print-making  in  Japan  -  the 
second  volume  begins  with  Utamaro.  This  is  not  to 
say  that  there  are  not  excellent  (and  rare)  earlier 
works,  but  merely  to  contrast  the  catalogue  with  its 
nearest  equivalent,  the  first  two  and,  so  far  only, 
volumes  of  the  catalogues  of  the  Clarence 
Buckingham  Collection  at  the  Art  Institute  of 
Chicago.  Those  two  volumes  provide  the  greatest 
corpus  of  material  easily  available  to  the  Western 
reader  of  early  prints,  (that  is.  up  to  Koryusai  and 
Shigemasa).  The  three  volumes  discussed  here 
provide  another  large  body  of  reference  material, 
most  of  the  later  periods,  excellently  catalogued. 

The  catalogues  are  excellent  but  what  of  the 
price?  The  first  sale  catalogue  cost  ( 1974)  £6.  the 
second  (1975)  cost  £8  and  the  third  I  1977)  cost 
£4.50.  The  collated  catalogue,  in  three  volumes, 
now  costs  £100.  And  may  one  ask  why  a  print  run 
of  two  thousand  copies  is  produced  as  a  limited 
edition? 

Admirers  of  the  Japanese  print  should  also 
consider  obtaining  Huguette  Beres'  latest  catalogue 
of  an  exhibition  of  prints  and  books  by  Utamaro. 
held  in  Paris  in  January  1977.  For  what  it  is.  a  slim 
paper-back  catalogue,  it  is  quite  expensive,  but 
some  one  hundred  and  thirty-six  prints  and  leaves 
from  books  are  illustrated,  mostly  small  but  not  too 
small,  and  well  described.  Each  print  is  related  to  its 
series  by  a  short  introduction.  There  are  several 
larger  black  and  white  illustrations  and  five  in 
colour,  including  the  paper  cover.  An  unfamiliar 
but  particularly  attractive  print,  from  the  series 
of  Daily  Life,  about  1800.  is  of  a  baby  playing 
peekaboo  with  its  mother,  whose  face  can  be  seen  in 
a  mirror  and  who  puts  out  her  tongue  to  make  her 
baby  laugh.  There  is  an  introduction  by  Jack  Hillier 
entitled  Un  deuxieme  regard  sur  Utamaro'. 
Oliver  Impi  ■> 


Scottish  Painting  1 83 7-1 93 9 

By  William  Hardie 

112  pages.  L24  illustrations 

London:  studio  vista  ^ 

£12.00 

No  better  introduction  to  paintings  by  Scottish 
artists  has  yet  appeared,  and  this  book  is  strongly 
recommended  not  only  to  those  who  have  already 
looked  into  this  field,  but  also  to  those  to  whom 
Scottish  painting  is  unknown.  The  style  chosen  is 
modest  and  scholarly,  making  no  extravagant 
claims  for  the  artists,  and  giving  the  impression  that 
the  author  might  have  written  profitably  at  greater 
length.  The  artists  are  dealt  with  chronologically 
and  where  appropriate  by  schools,  with  neither 
doubtful  claims  to  unique  Scottish  characteristics, 
nor  with  inaccurate  assertions  of  the  Scottish  place 
in  European  art. 

In  writing  any  book  on  Scottish  painting  there  is 
an  initial  difficulty  in  determining  who  should  be 
included.  Mere  birth  in  Scotland  is  not  considered 
either  necessary  or  sufficient,  training  there  is 
usually  regarded  as  more  significant.  Hardie  treats 
this  problem  on  a  practical  basis,  but  not  entirely 
logically,  excluding  some  artists.  Sir  William 
Charles  Ross.  Sir  David  Murray  and  James  Pryde  for 
example,  and  including  others  such  as  Sir  Francis 
Grant.  Sir  William  Orchardson  and  William 
Johnstone.  It  is  only  in  the  last  chapter  of  the  book, 
the  least  satisfactory  one.  that  the  trap  of  classifi- 
cation leads  to  the  dismissal  of  Alan  Davie  and 
Eduardo  Paolozzi  as  artists  to  whom  it  is  difficult  to 
apply  a  national  label'.  This  last  chapter  is  a  failure 
precisely  because  the  author,  in  a  quagmire  of 
variety,  tries  to  detect  a  Scottish  theme.  This  failure 
does  not  mean  that  worthwhile  Scottish  painting 
was  not  produced  between  the  Wars. 

While  some  artists  have  received  thorough 
research,  for  example  William  McTaggart, 
Sir  William  Orchardson  and  Sir  James  Guthrie, 
one  weakness  of  this  book.  like  any  general  account 
of  Scottish  painting,  is  the  lack  of  solid  groundwork 
on  the  lives  of  many  of  the  most  important  artists. 
Immediate  investigation  is  required  into  Sir  William 
Allan.  Sir  Francis  Grant,  Sir  Joseph  Noel  Paton  and 
Sir  William  Fettes  Douglas,  to  name  only  the  more 
obvious.  Nor  is  it  satisfactory  to  treat  all  portraiture 
with  contempt,  for  the  majority  of  Scottish  artists  in 
this  period  relied  largely  on  this  branch  of  painting 
for  their  incomes.  It  is  true  that  many  of  them 
regarded  portraiture  as  only  a  second  best,  but  they 
did  produce  much  good  work,  and  several,  such  as 
Sir  George  Reid,  Sir  James  Guthrie  and  Sir  John 
Lavery.  should  be  regarded  as  portrait  painters  who  i 
did  a  small  amount  of  other  work.  This  neglect  of 
portraiture  cannot,  of  course,  be  regarded  as  a 
defect  peculiar  to  this  book,  it  is  related  to  much 
more  widespread  fashion. 

Studio  Vista  deserve  congratulations  on  the  fine 
appearance  of  the  book,  printed  by  Richard  Clay 
(The  Chaucer  Press),  and  very  well  designed  by 
Simon  Bell.  The  plates  are  large  and  well  produced, 
indeed  the  two  plates  of  pictures  by  W.  W.  Peploe 
are  larger  than  the  originals,  an  unusual  criticism. 
It  is  a  pleasure  to  read  work  of  such  quality,  more 
particularly  as  the  price  is  much  lower  than  that  of 
many  other  books  of  less  distinction. 
John  Pinkerton 
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GREAT  BRITAIN 


French  Academic  Art  1 680-1 780 

10  )une  -  26  August  1977 
Heim  Gallery.  59  Jermyn  Street,  swi 

The  idea  that  the  Academie's  decision  to  leave  the 
subject  of  Watteau's  morceau  de  reception  'a  sa 
volonte'  sounded  the  death  knell  of  'academic' 
painting  in  France  is  clearly  simplistic:  the  in- 
novations both  in  terms  of  iconography  and  tech- 
nique associated  with  the  fete  galante  painters  might 
never  have  existed  for  most  of  the  artists  represented 
in  this  exhibition,  whose  precedents  are  without 
exception  to  be  found  in  the  art  of  the  Grand  Surle. 
Echoes  do  occur,  it  is  true,  of  more  avant-garde 
contemporary  styles,  notably  in  the  works  by 
Natoire.  Carle  Vanloo,  Jean-Baptiste-Marie  Pierre 
and  Lagrenee  the  Elder,  but  on  the  whole  com- 
positions do  cling  to  earlier  prototypes.  This  pre- 
sumably is  what  sets  them  apart  from  their  more 
innovatory  counterparts  and  classifies  them  as 
academic.  One  of  the  salient  features  of  post- 
Poussinesque  figure  painting  in  France  is  the  con- 
centration on  clarity  of  facial  expression  and  gesture 
and  paradoxically  it  is  this  emphasis  on  narrative 
'decorum'  which  stultifies  some  otherwise  vital 
combinations  of  colour,  light  and  movement  such  as 
Jean  Jouvenet's  magnificent  oil  sketch  for  the 
Pentecost  in  the  Royal  Chapel  at  Versailles.  The  secret 
of  the  finest  late  Baroque  and  Rococo  decorative 
painting  is  that  it  avoids  the  particular  in  favour  of  a 
general  impression,  and  its  very  form  is  antithetical 
to  an  examination  of  the  parts.  Since  presumably  the 
majority  of  these  paintings  were  conceived  as  distinct 
from  the  type  of  decorative  ensemble  normally 
associated  with  the  style  of  Boucher  or  the  early 


Fragonard,  it  seemed  perfectly  in  order  for  them  to 
recall  rather  the  colder  grandeurs  of  the  last  decades 
of  the  preceding  century  than  conform  to  the  new 
intimisme.  Two  pictures  which  are  clearly  based  on 
earlier  exemplars,  Louis-Michel  Vanloo's  stunning 
Diana  resting  of  1  7  }9  and  Jean  Raoux's  A  Lady  as 
Minerva  do  however  succeed  in  bridging  the  gap 
between  the  grand  manner  and  the  Rococo,  a 
transition  not  fully  achieved  by  Noel  Halle's 
AnUochus  Jailing  from  his  chariot.  The  contrast  be- 
tween this  and  his  Death  of  Seneca  which  was  shown 
at  the  Salon  of  1750  could  not  be  greater  and 
exemplifies  the  dilemma  of  many  artists  of  the  period, 
who  although  capable  of  profound  psychological 
acuity  were  bound  in  general  to  conform  to  the 
hierarchical  norms  of  academic  art.  While  a  Poussin 
follower  such  as  Nicolas  Colombel  could  produce  an 
exercise  in  facial  expression  like  the  Moses  defending 
the  Daughters  of  ]ethro  shown  here,  moments  of  real 
expressive  insight  were  either  rare  or  deliberately 
subdued  in  favour  of  stylistic  autonomy.  Subtly 
handled  paintwork  in  the  Seneca  creates  intricate 
surface  effects  which  compliment  the  delicately 
balanced  rendering  of  the  intense  drama  to  create  a 
proto-Romantic  masterpiece  in  the  vein  of  Vincent's 
later  President  Mole.  Its  quality  is  all  the  more 
apparent  when  compared  with  more  conventional 
history  painting  of  the  period  such  as  Antoine 
Favray's  Submission  of  the  Antipope  Victor  IV  to  Pope 
Innocent  11  of  1743.  Also  of  particular  note  is 
Lagrenee  the  Elder's  small  and  brightly  coloured 
Alcibiades  on  his  knees  before  his  mistress. 

The  dichotomies  found  in  the  painting  of  this 
period  appear  less  pronounced  in  the  selection  of 
sculpture  included  with  it  and  a  surprising  degree  of 
classicism  prevails,  with  a  strongly  sustained  interest 
in  versions  of  celebrated  Antique  examples  such  as 
the  Medici  Venus.  L'Arrotino' and  the  Crouching 
Venus.  While  the  small  terracottas  are  somewhat 
disappointing,  an  outstanding  terracotta  bust  by 
Caffieri  possibly  of  Boucher,  together  with  another  of 
the  Prince  de  Bauffremont  by  Luc-Francois  Breton 
and  a  delightful  marble  head  of  a  myrtle-crowned 
youth  by  Houdon  all  show  the  unrivalled  refinement 
of  French  eighteenth-century  sculpture. 

Charles  McCorouodale 


British  Artists  of  the  '60s 

(From  the  Collections  of  the  Tate  Gallery) 
Summer  1977 
The  Tate  Gallery 
Millbank.  swi 

Douglas  Cooper,  a  collector  and  historian  of  Cubism, 
recently  called  the  Tate,  'one  of  the  two  worst  hung 
and  administered  museums  in  the  world',  and 
accused  its  Director  and  Trustees  of  wasting  money 
on  'the  freaks  and  follies  which  are  being  passed  off  as 
creative  art  during  the  last  decades  of  the  capitalist 
era'.  Cooper's  criticisms  are  substantially  correct. 
But  anyone  who  wants  to  understand  why  the  Tate's 
policy  in  respect  of  modern  art  has  landed  it  in  such  a 
mess  should  study  this  exhibition  of  its  holdings  in 
British  art  of  the  1 960s.  The  exhibition  is  only  a  stop- 
gap, because  failure  in  the  air-conditioning  system 
has  yet  again  delayed  the  opening  of  the  new 
extension;  but  it  is  a  revealing  one. 

The  late  1950s  and  early  1960s  saw  the  expan- 
sion of  affluence,  an  escalating  consumer  boom,  and 
spiralling  investment  in  property  and  art.  Politicians 
spoke  about  'dynamism',  'winds  of  change',  and  'the 
white  heat  of  the  technological  revolution'.  There 
was  increasing  American  influence  over  British 
cultural  life  -  and  an  ideological  refusal  to  accept 
that  the  future  could  be  anything  other  than  a  bigger 
and  better  Affluent  Society'. 

The  visual  arts  of  the  era  provided  a  peculiarly 
close  reflection  of  the  prevailing  superstructural 
climate.  Pop  art,  anticipated  in  the  work  of  Paolozzi 
and  Hamilton  in  the  1950s,  mushroomed  in  the  first 
three  years  of  the  new  decade  as  Blake.  Hockney  and 
others  achieved  prominence.  Hamilton  claimed:  'If 
the  artist  is  not  to  lose  much  of  his  ancient  purpose  he 
may  have  to  plunder  the  popular  arts  to  recover  the 
imagery  which  is  his  rightful  inheritance'.  Opposing 
this,  there  was  a  peculiarly  English  version  of  formal 
abstraction,  a  mixture  of  American  influences  - 
there  had  been  major  Tate  American  shows  in  1956 
and  1958  -  and  indigenous  abstract  traditions 
dating  back  to  the  1930s.  These  artists  preached 
immanent  values,  and  regarded  art  as  an  auton- 
omously developing  historicist  tradition,  somehow 
above  the  material  conditions  of  life.  Their  work  was 
exemplified  in  the  'Situation'  shows  of  i960  and 
1 96 1  -  involving  Cohen,  Denny,  Law,  Hoyland  and 
Richard  Smith  -  and  in  the  sculpture  of  Anthony 
Caro,  whose  first  abstract  exhibition  was  in  1963. 
His  'New  Generation'  followers,  like  King.  Scott,  and 
Tucker,  first  came  to  prominence  in  1965. 
Somewhere  in  between  the  Pop  and  formalist  group- 
ings was  Riley's  Op  Art  -  the  greatest  achievement  of 
which  remains  the  Woolmark  trademark. 

Although  it  included  different  tendencies,  this 
moment  in  British  art  had  a  definite  homogenity. 
Today,  it  is  easy  to  see  that  Caro,  Riley,  and  Blake 
share  the  same  weaknesses.  The  hyper-active  flurry 
in  the  visual  arts  did  not  last  long.  With  the  financial 
crisis  of  1964  to  1965.  the  subsequent  worsening 
economic  situation,  and  growing  critical  dissent 
from  the  cultural  values  of  capitalism,  such  vitality  as 
there  had  been  in  this  episode  was  extinguished.  But 
no  more  substantial  art  practice  arose  to  take  its 
place.  In  the  late  1960s  there  was  a  short-lived 
conceptual'  movement,  roughly  coincident  with  the 
politicisation  of  the  art  schools  during  and  following 
1968.  Within  a  few  years  this  too  had  petered  out 
into  a  sterile  decadence. 


Louis-Michel  van  L00U707-1771). 
Diana  Resting  From  The  Chase,  signed  and  dated. 
I IO  x  133  cm. 
The  Heim  Gallery.  London. 
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The  Tate's  exhibition  chronicles  these  develop- 
ments. It  is  rather  like  going  back  to  see  tawdry  pier 
paintings  and  summer  carnival  sets  on  a  bleak  mid- 
winter's day.  So  little  of  this  work  is  capable  of 
transcending  its  time,  and  maintaining  any  social 
relevance.  It  can  safely  be  dismissed  as  an  evanescent, 
epiphenomenal  manifestation  of  a  particularly  transi- 
tory moment  in  British  history.  An  Allen  Jones. 
Richard  Smith.  Phillips,  or  Cohen  painting,  or  a  Caro 
sculpture  cannot  reach  beyond  its  time.  Such  works 
offer  the  illusory  promise  that  affluent  consumer 
abundance  will  perpetuate  itself  indefinitely:  they 
imply  that  the  social  and  material  worlds  are  beneath 
consideration,  and  can  be  taken  for  granted.  In  the 
late  1970s,  the  inadequacy  of  this  approach  to 
painting  is  apparent.  Did  none  of  the  1960s  artists 
attempt  to  take  their  standards  from  the  future,  and 
to  relate  their  work  to  the  perception  of  the  real  world 
and  the  realisation  of  human  potentialities?  This 
exhibition  confirms  that,  in  his  early  painting. 
Hockney  may  have  been  attempting  to  do  so.  George 
Fullard.  the  sculptor,  certainly  was.  Until  his  prema- 
ture death  in  1973.  he  was  shunted  to  the  margins  of 
the  art  world.  But  the  stature  of  his  work  is  now 
apparent  beside  the  products  of  third-rate  poseurs 
like  John  Hoyland.  Bob  Law.  and  Keith  Milow. 

Peter  Fuller 


Real  Life:  Peter  Moores 
Liverpool  Project  4 

2  June  -  6  September  1977 
Walker  Art  Gallery.  Liverpool 

Edward  Lucie-Smith,  the  organiser  of  this  exhibition, 
has  chosen  'real  life'  as  his  theme,  and  confronted 
with  Mark  Boyle's  convincing  facsimiles  of  paving 
stones  and  gutters  found  in  Liverpool's  dockland,  one 
could  be  forgiven  for  taking  the  fibre-glass  for  real 
stone.  But  as  Lucie-Smith  points  out  in  the  catalogue, 
presented  in  the  form  of  a  newspaper,  it  is  not 
necessarily  the  subject  but  the  'implied  commentary 
which  has  life  in  the  psychological  and  aesthetic 
sense'.  The  argument  is  provocative  and  more  so 
because  some  of  the  artists  represented  seem  less 
concerned  with  commenting  directly  on  the  reality 
around  them  than  with  creating  a  new  reality  in 
terms  of  art.  Lucie-Smith's  intention  however,  was  to 
give  a  new  shake  to  that  much  worried  question  of 
the  relation  of  art  to  life,  and  at  the  same  time  to 


Ian  Gardner. 

Levens  Topiary  Garden  1972.  watercolour. 

12x12  inches. 

Edward  Lucie-Smith  Collection. 

Walker  \rt  Gallery.  Liverpool. 
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exhibit  an  art  that  would  engage  the  spectator  with 
greater  immediacy  than  more  conceptual  and  mini- 
mal art  forms  can  effect. 

Varied  in  form  and  mood,  the  exhibition  also 
presents  a  mixture  of  generations.  Michael  Andrews 
three  paintings  entitled  Good  and  Bad  at  Games 
present  compressed,  distorted  images  of  people 
which  fla/e  like  rockets  across  the  dark  background 
of  a  city  at  night.  Lucien  Freud  finds  the  Duke  of 
Devonshire  more  real  seen  from  above  and  the 
greater  part  of  the  portrait  consists  of  the  dome  of  his 
head.  Freud's  Factory  in  North  London  presents  a 
back-view  scene  cluttered  with  ventilator  pipes, 
which  points  up  how  glossy  much  photo-realism  can 
be  compared  to  this  more  natural  realism.  Reg 
Butler.  Mary  Potter,  William  Scott,  Coldstream  and 
Auerbach  make  up  the  rest  of  the  old  guard,  all  of 
whom  present  such  individualistic  responses  to  the 
life  around  them,  they  make  the  school  of  Liverpool 
photo-realists  here  exhibited  seem  limited  in  their 
non-personal  achievement.  For  photo-realism  can  be 
as  inflated  and  academic  as  some  of  the  less  interest- 
ing large  abstracts  produced  in  the  'sixties.  The  style 
may  be  fashionable  but  it  needs  a  content  equal  to  the 
deadpan  coolness  of  its  technique.  Its  most  successful 
exponent  in  this  show  is  Brendan  Neiland  whose 
observations  of  the  reflections  of  other  buildings  in 
steel  and  glass  skyscrapers  produces  ribbons  of  green 
and  purple  that  bend  and  float  across  the  implied 
glass  surface  which  they  so  successfully  negate.  Ian 
Gardner  brings  to  his  watercolours  of  Levens  Hall 
topiary  garden  the  same  meticulous  precision,  and  if 
his  shapes  look  absurd  and  unreal,  photographs  of 
the  garden  are  displayed  to  prove  its  existence. 
Compared  to  his  rejection  of  detail,  Adrian  Henri's 
celebration  of  herbaceous  borders  in  Summer  and  the 
frosted  fronds  of  bracken  in  Winter  seem  almost  Pre- 
Raphaelite.  But  it  is  not  the  Lady  of  Shalott  this  poet- 
painter  extols  in  his  Debris  Poem  but  the  lady  of  the 
estuary/mudflats  rubbish  dumps'. 

Is  this  'real  life'  or  merely  an  updated  Pre- 
Raphaelite  dream?  Far  from  simple,  'real  life'  as 
reflected  here  is  as  complex  and  as  capable  of  many 
layers  of  interpretation  as  the  art  it  produces.  It  is 
neither  pure  art  nor  pure  life  this  exhibition  cele- 
brates but  the  lively  relationship  between  the  two. 

Frances  Spalding 


Albert  Marquet  18 75 -194 7. 

6  August  -  28  August  1977 
Sheffield,  Graves  Art  Gallery 
3  September  -  25  September  1977 
Cardiff,  National  Museum  of  Wales 
1  October  -  30  October  1977 
Liverpool,  Walker  Art  Gallery 
5  November  -  27  November  1977 
Nottingham.  Castle  Museum 

Albert  Marquet  was  perhaps  the  least  shocking  of  the 
Fauves  -  the  'wild  beasts'  -  who  took  the  Salon 
d'Automne  by  storm  in  190s.  The  Arts  Council  is 
now  touring  an  exhibition  of  his  work  selected  from 
the  Musee  des  Beaux  Arts  in  Bordeaux  in  order  to 
establish  the  reputation  of  this  little  known  artist  in 
Britain.  Far  from  being  a  sleeping  partner.  Marquet 
made  an  important  contribution  to  Fauvism  and 
with  Matisse  instigated  what  John  Elderfield  has 
called  a  'proto-Fauve'  period  in  1898.  which  lasted 
until  1901  and  did  not  therefore  immediately  pre- 
cede Fauvism.  as  in  that  year  both  Matisse  and 
Marquet  turned  away  for  awhile  from  the  use  of 
bright  colour.  Like  Fauvism  itself  this  brief  prelude  to 
the  movement  had  its  Neo-Impressionist  phase  as 
can  be  seen  in  the  broken  dots  and  touches  of  brilliant 


colour  in  Marquet's  Nu.  dit  Nu  Fauve  of  1898.  This 
historically  important  work  leads  one  to  look  expect- 
antly for  examples  of  Marquet's  work  of  the  Fauve 
period  of  around  1905/6.  but  here  the  spectator  is 
to  be  greatly  disappointed.  Only  one  truly  Fawre 
painting  is  included  in  this  exhibition.  La  fete  foraine 
au  Havre,  and  it  is  a  poor  example,  lacking  the 
infectious  gaiety  of  the  movement.  Le  sergent  de  la 
coloniale.  the  only  other  painting  of  this  date  is  still  too 
concerned  with  tone  and  not  hue  to  be  regarded  truly 
Fauvre. 

With  Vlaminck  and  Derain,  Marquet  abandoned 
hot  colour  around  1907.  but  unlike  them  he  did  not 
follow  the  experiments  of  Cubism.  No  longer  as- 
sociated with  the  avant-garde,  after  1908  his  name 
was  largely  forgotten  and  from  that  date  until  his 
death  in  1 947  he  only  exhibited  twice  in  Paris.  In  his 
art  he  became  a  traditionalist  reverting  to  a  form  of 
impressionism,  closer  to  the  subdued  tones  of  the 
London  Impressionists  of  the  1890s  than  to  the 
broken  colour  of  the  French  Impressionists  of  the 
1 8 70s,  but  with  an  abrupt,  almost  naive  description 
of  form.  His  pale  backgrounds,  urban  settings  and 
match-stick  figures  remind  one  of  Lowry.  and  his 
many  port  scenes  are  often  painted  with  a  limpid 
simplicity.  A  provincial  painter,  he  had  a  modest, 
personal  note  to  strike,  but  he  never  reattained  the 
surprising  intellectual  clarity  found  in  Les  arhres  a 
Billancourt  of  c.  1898.  with  its  almost  Cezanneian 
feeling  for  structure,  an  exceptional  painting  for  a 
charming,  decorative  artist. 

Frances  Spalding 


1977  Hay  ward  Annual 

Part  One:  25  May  -  4  July  1977 
Part  Two:  20  July  -4  September  1977 
Hayward  Gallery 
South  Bank,  sei 

Over  the  last  five  years  the  Arts  Council  has  staged 
several  exhibitions  at  the  Hayward  -  including  'The 
New  Art'  in  1972.  'British  Painting  '74',  and  'The 
Condition  ol'Sculpture'  in  1975  -  intended  to  survey 
contemporary  British  art.  Now.  a  series  of  Hayward 
Annuals  have  been  initiated  whose  function  'will  be 
to  present  a  cumulative  picture  of  British  art  as  it 
develops'.  This  first  show  was  selected  by  Howard 
Hodgkin.  a  painter.  William  Turnbull.  a  sculptor, 
and  Michael  Compton,  Keeper  of  Exhibitions  and 
Education  at  the  Tate  Gallery. 

But  their  exhibition  demonstrates  that  British  art 
has  effectively  ceased  to  develop.  Almost  all  the 
artists  involved  have  been  showing  for  well  over  a 
decade:  few  of  them  are  still  evolving  creatively. 
Many  have  nothing  to  communicate.  It  is  difficult  to 
understand  how  grown  men  can  devote  year  after 
year  of  their  lives  to  drawing  single  lines  round  the 
edge  of  blank  canvases,  or  joining  pieces  of  painted 
aluminium  tubing  together  to  form  three- 
dimensional  frames  -  and  yet  the  sterility  of  artists 
like  Bob  Law  and  Nigel  Hall  can  be  taken  as  a 
metaphor  for  the  sterility  of  British  art  as  a  whole. 
Much  of  the  work  in  this  annual  could  create 
meaning  only  for  a  small  number  of  those  who  were 
themselves  involved  in  art.  and  even  then,  these 
meanings  would  be  limited  to  comments  on  limited 
aspects  of  art  itself. 

Why  should  this  be  so?  One  reason  is  that  the 
development  of  the  modern  means  of  mechanical 
reproduction  has  gradually  deprived  the  artist  of  his 
subjects,  with  the  exception  of  that  of  art  itself  - 
hence  so  much  abstract  painting,  or  painting  about 
painting.  This  process  has  rendered  the  professional 
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artist  socially  redundant.  Meanwhile,  the  state  has 
poured  money  into  the  visual  arts,  and  though  it  has 
taken  the  place  of  the  shattered  private  market  in 
contemporary  work,  it  has,  as  yet.  failed  to  re-invest 
the  artist  with  a  social  function.  The  Tate  and  the 
Arts  Council  (the  closeness  with  which  they  work  is 
exemplified  hy  the  choice  of  selectors  for  this  annual) 
thus  institutionalise  the  artist's  marginalitv. 
Compton  himself  admits  this  when  he  refers  to  art  as 
'a  subculture',  and  'a  sort  of  game,  but  one  without 
the  tight  rules  of  tennis  or  chess'. 

One  painter  in  this  exhibition.  R.  B.  Kitaj.  has 
recently  polemicised  against  this  situation  in  favour 
of  a  relatively  populist  figurative  revival;  but  his  own 
work,  with  its  repeated  images  of  other  painters,  its 
abstruse  art-historical  references,  and  use  of  what 
must  now  be  regarded  as  outmoded  visual  con- 
ventions, reveals  itself  as  being  contained  within  the 
narcissistic  goldfish  bowl  of  the  art  world,  just  as 
much  as  the  most  stridently  minimalist'  pieces. 

The  only  way  through  for  the  contemporary  artist 
must  lie  in  his  ability  to  regain  his  lost  social  function. 
He  must  become  necessary  to  some  sector  of  society 
again.  At  present,  we  are  left  with  the  old  generation 
of  the  1960s,  who  are  repeating  the  illusions  which 
they  first  created  then.  Not  one  artist  can  be  said  to 
have  broken  new  ground  with  the  work  in  this 
exhibition.  But.  worse  still,  it  is  impossible  to  suggest 
younger  artists  under  thirty-five  whom  the  selectors 
might  have  considered  instead.  The  tradition  of  art, 
as  practised  by  trained,  professional  artists  is  in  grave 
danger  of  dying  out  in  Britain.  It  may  be  that  only  the 
state  is  in  a  position  to  prevent  this  occurring  -  but,  if 
the  Hay  ward  Annual  of  say  1987  is  to  be  of  interest 
to  more  than  a  few  dozen  people  it  means  that  a  sharp 
.rupture  must  be  made  with  the  subcultural'  values 
manifest  in  this  show.  The  art  institutions  must  be 
prepared  to  commission  the  artist  to  produce  social- 
ly necessary  images  again.  When  the  officially 
sponsored  (but  uncommissioned!  art  is  as  contingent 
as  white  and  grey  monochromes,  pieces  of  formless 
rusted  steel,  and  piles  of  burnt  books  -  then  the 
professional  artist  is  perilously  close  to  disappearing 
altogether. 

Peter  Fuller 


A  Theft  from  the  Brighton  Museum 

A  group  of  thirteen  musicians  forming 
'Nebuchadnezzar's  Band',  made  of  glazed 
Staffordshire  eathenware.  in  the  first  half  of 
the  eighteenth  century,  has  been  stolen  from  the 
Willett  Collection  of  Pottery  and  Porcelain  at 
Brighton  Museum.  We  would  be  most  grateful 
if  any  reader  who  come  across  these  or  similar 
figures  would  contact  this  office. 

Four  of  the  thirteen  stolen  figures. 


Nathaniel  Dance  1 735-18  n 

25  June  -  4  September  1977 
The  Iveagh  Bequest.  Kenwood.  NW3 

Several  of  Dance's  portraits  are  well  known,  but 
there  has  been  little  interest  in  his  career  as  a  whole, 
not  least  because  he  abandoned  painting  so  readily 
in  favour  of  life  as  a  country  gentleman.  David 
Goodreau's  researches  have  now  made  possible  a 
comprehensive  showing  and  this  firsmibition  of  the 
artist's  work  includes  over  thirty  paintings  from  the 
different  periods  of  his  working  life. 

Alter  initial  training  under  Hayman,  Dance  spent 
his  twenties  in  Italy,  working  closely  with  Batoni  for 
some  of  the  time.  The  conversation  pieces  of  these 
years,  such  as  .S'ir  James  Grant  and  his  friends  of  1 760, 
are  perhaps  the  most  appealing  of  the  pictures 
exhibited.  To  the  painter  success  with  the  Grand 
Tourists  from  Britain  provided  the  bread  and  butter; 
much  of  his  effort  went  into  history  paintings  of 
classical  subjects. 

On  returning  to  England  in  1765  Dance's  first 
commission  was  for  a  painting  of  Timon  of  Athens, 
which  the  catalogue  suggests  is  'perhaps  the  first 
serious  attempt  to  bring  the  pictorial  imagination  of 
the  painter  (instead  of  the  scenic  sense  of  the 
illustrator)  into  a  direct  interpretation  of 
Shakespeare'.  Of  some  eight  history  paintings  of 
which  Dr.  Goodreau  has  knowledge  this  is  the  only 
exhibitable  canvas:  although  two  others  are  repre- 
sented by  prints  it  is  to  the  valuable  catalogue  that  we 
must  turn  in  order  to  learn  more  about  his  pioneer- 
ing efforts  in  this  field. 

The  Timon  was  the  first  history  painting  bought  by 
the  young  George  in,  but  it  was  West  rather  than 
Dance  who  exploited  interest  in  the  genre.  The  bulk  of 
Dance's  work  done  over  the  fifteen  or  so  years  of  his 
career  in  England  were  portraits,  and  in  very  few  of 
these  did  he  make  any  attempt  to  graft  on  history 
painting.  Many  of  the  portraits  exhibited  here,  such 
as  Garriek  as  Richard  III  or  the  straightforward  studies 
of  'Capability'  Brown  and  Lord  North  have  become 
established  as  familiar  images.  There  are  not  as  many 
surprises  as  one  might  expect,  though  there  are  some 
charming  pieces  such  as  The  Apsley  Brothers  of  1 775 
from  Bathurst  Park. 

As  Dance  grew  more  prosperous,  first  through 
inheritance  and  later  through  marriage,  he  gradu- 
ally stopped  painting;  after  he  gave  up  his  studio  in 
1782  his  principal  artistic  occupation  was  comic 
drawing,  notably  of  political  interest,  and  this  pro- 
vides the  final  section  of  the  exhibition,  with  the 
visitor  given  the  opportunity  to  judge  Dr.  Goodreau's 
division  of  debated  drawings  between  Dance  and  his 
brother  George. 

As  well  as  setting  out  much  of  what  is  known  of  the 
painter  and  his  work  the  catalogue  ventures  more 
stylistic  observations  than  is  often  the  case.  It  is  fully 
illustrated  and  will  remain  of  value  long  after  the 
exhibition,  which  will  no  doubt  serve  to  bring 
forward  further  information. 

David  Alexander 


Nathaniel  Dance. 

Henry,  Lord  Apsley  and  his  brother,  Apsley  Bathurst. 

170  x  123  cm. 

The  Earl  Bathurst  Collection, 

The  Iveagh  Bequest.  Kenwood. 


George  Romney  ( 1 734-L802). 
Composition  drawing  for  The  Spinstress. 
A  selection  of  sketches,  preparatory  studies  and 
finished  compositions  by  Romney  is  on  view  at  the 
Fitzwilliam  Museum.  Cambridge,  until  21  August. 
They  come  from  a  collection  of  over  six  hundred 
drawings  by  the  artist,  given  by  his  son  the 
Reverend  John  Romney  to  the  Museum  in  1 81 7. 
The  exhibition  is  accompanied  by  a  fully  illustrated 
catalogue  by  Patricia  Jaffe;  next  year  it  will  travel  to 
various  museums  in  Britain. 
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BELGIUM 


Sculpture  during  the  century  of 
Rubens  in  the  Southern  Netherlands 
and  the  Principality  of  Liege 

1 5  July  -  2  October  1977 
Royal  Museums  of  Fine  Arts.  Brussels 

This  exhibition  is  of  considerable  significance,  both 
from  the  point  of  view  of  sculpture  in  general,  and 
from  the  point  of  view  of  the  sculpture  of  the 
Netherlands  in  particular.  Indeed,  this  is  the  first  time 
that  such  a  large  and  important  exhibition  has  been 
dedicated  to  the  Baroque  sculpture  of  the  Southern 
Netherlands.  This  has  been  included  in  past  exhib- 
itions in  Belgium,  notably  in  Brussels  in  19 10  and 
1935.  and  in  Antwerp  in  1930  and  1948.  but  only 
as  one  section  of  larger  exhibitions.  In  1963  an 
exhibition  was  organised  in  the  Netherlands  on  the 
theme  of  Baroque  Statuary  of  the  Netherlands',  but 
this  was  limited  in  scope  and  in  the  number  of  loans 
from  Belgian  collections.  The  important  exhibition  of 
the  work  of  Gabriel  Grupello  held  in  Dusseldorf  a  few 
years  ago  was  of  great  significance  in  the  context  of 
the  sculpture  of  the  Netherlands,  but  had  less 
specifically  Belgian  interest:  it  was  also  much  more 
concerned  with  placing  the  sculptor's  work  in  a 
European  context.  The  current  exhibition  in 
Brussels,  then,  is  especially  welcome.  The  renewed 
interest  in  sculpture  of  the  past  few  years  also 
underlined  the  necessity  for  a  fresh  look  at  the 
sculpture  of  this  period,  perhaps  as  a  preliminary  step 


Grupello. 

Narcissus,  terracotta. 

Royal  Museum  of  Fine  Arts,  Brussels. 

This  very  lively  model  for  the  marble  statue  has  an 

engaging  directness,  embodying  the  sculptor's 

immediate  reaction  to  his  idea  for  the  work. 


towards  more  important  study  of  some  long  neglect- 
ed works. 

The  occasion  of  this  exhibition  is  the  four  hund- 
redth anniversary  of  the  birth  of  Rubens,  which  is  the 
subject  of  numerous  other  exhibitions,  both  in 
Antwerp  and  Brussels.  To  mount  the  present  exhib- 
ition, the  two  largest  national  museums  -  the  Royal 
Museums  of  Fine  Art  and  of  Art  and  History  -  have 
joined  forces. 

It  is  not  perhaps  generally  known  that  the 
Museum  of  Fine  Arts,  which  is  known  almost  ex- 
clusively for  its  collections  of  paintings,  also  possesses 
the  finest  collection  of  Flemish  Baroque  bozzetti.  It  has 
been  impossible  to  have  this  collection  on  public 
exhibition  for  many  years  because  of  lack  of  space, 
but  these  terracottas  now  form  the  core  of  the  present 
exhibition,  which  has  also  provided  the  museum 
authorities  with  the  opportunity  of  updating  the 
1932  catalogue  of  these  sculptures.  This  collection  in 
itself  -  comprising  several  hundred  works  -  would 
make  the  exhibition  worthwhile. 

A  selection  of  principally  seventeenth-century 
works  has  been  made  from  this  collection.  These  are 
supplemented  with  pieces  from  the  rich  holdings  of 
sculpture  in  the  Museum  of  Art  and  History.  The 
principal  intention  of  the  exhibition's  organisers  has 
thus  been  to  give  as  broad  a  survey  as  possible  of  the 
various  aspects  of  the  sculpture  of  the  Southern 
Netherlands  during  this  period,  firstly  by  showing 
the  work  of  as  many  artists  as  possible  (some  of 
whom  may  never  have  appeared  in  previous  exhib- 

M.  VAN  DER  VOORT  THE  ELDER. 

Plan  Jor  an  Altar.  Collection:  G.  Duliere,  Brussels. 
Sketches  of  their  projects  by  sculptors  help  to  show 
how  they  saw  their  commissions  as  complete 
works.  The  various  subsidiary  parts  of  the  whole 
were  later  made  up  as  models.  Such  drawings 
frequently  aid  the  identification  of  both  statuary 
and  bozzetti  and  their  interpretation  in  the  context 
of  the  setting  for  which  they  were  intended. 


itions  or  in  the  relevant  literature),  and  secondly  by 
representing  the  various  areas  in  which  the  artists 
were  active.  As  well  as  the  works  in  terracotta,  there 
are  several  monumental  pieces  in  marble,  stone  or 
wood,  and  some  smaller  works  in  box-wood  and 
ivory,  and  others  in  more  precious  materials,  such  as 
bronze,  silver  and  wax.  The  difficulty  of  showing  the 
truly  monumental  works  carried  out  by  the  sculp- 
tors, such  as  the  numerous  altars,  pulpits,  choir  stalls 
and  confessionals,  which  were  their  most  important 
and  lucrative  commissions,  has  been  partly  over- 
come by  the  inclusion  of  a  large  number  of  the  artists' 
drafts.  In  some  cases  the  evolution  of  a  work  can  be 
followed  through  a  number  of  stages:  first  draft, 
bozzetto  and  the  final,  monumental  work. 

The  works  exhibited,  then,  from  public  and  private 
collections  both  at  home  and  abroad,  make  up  a  very 
complete  survey  of  Baroque  sculpture  in  the 
Southern  Netherlands  from  about  1610  to  the 
beginning  of  the  eighteenth  century.  Some  sections 
are  given  special  emphasis:  for  example,  the  sculp- 
ture of  Rubens'  contemporaries,  including  van 
Mildert.  the  de  Noles.  the  de  Neves,  Couplet,  and  the 
talented  Cardon:  there  is  also  a  special  section  on  the 
controversial  ivory  crucifixes,  among  which  there 
are  a  number  of  important  pieces  by  leading  masters. 
The  techniques  of  sculpture  of  the  time  are  also  the 
subject  of  special  treatment,  and  the  work  of  leading 
figures  like  du  Quesnoy  also  receives  more  extensive 
attention. 

The  catalogue  illustrates  all  the  almost  four  hund- 
red pieces  of  the  exhibition  and  contains  a  number  of 
introductory  texts  on  Baroque  sculpture,  as  well  as 
an  extensive  bibliography. 

Hans  Nieuwdorp 

A.  QlIELLIEN  THE  elder.  St.  Peter. 

Royal  Museum  of  Fine  Arts,  Brussels. 

An  impressive  draft  for  the  monumental  statue  in 

St.  Andrew's  Church  in  Antwerp  by  the  great 

master  of  Flemish  Baroque  sculpture. 
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Flemish  Tapestries 
from  the  age  of  Rubens 

At  the  Musees  Royaux  d'Art  et  d'Histoire,  Pare  du 
Cinquantenaire  i  3,  Brussels  until  7  September, 
is  an  exhibition  of  Brussels  tapestries  of  the 
seventeenth  century.  This  includes  three  sets  from 
the  Museums:  Hunting  Scenes  and  The  Story  of 
Achilles  both  woven  around  the  middle  of  the 
century  after  designs  by  Rubens,  and  The  Story  oj 
Zeno  woven  c.  1  665  after  designs  by  Justus  van 
Egmont.  These  are  joined  by  three  sets  from  the 
Kunsthistorisches  Museum,  Vienna:  Scenes  ol 
Country  Life  and  Horse  Riding  School  woven  from 
designs  by  Jacob  Jordaens,  and  The  Twelve  Months 
of  the  Year  woven  in  1(150  from  designs  by 
Jan  van  den  Hoecke. 


Bear  Hunt  from  a  set  of  tapestries  of  Hunting  Scenes, 
woven  in  Brussels,  c.  1645-1650, 
by  H.  Reydams  and  E.  Leyniers 
from  designs  by  Rubens  and  Tempesta. 
Musees  Royaux  d'Art  et  d'Histoire,  Brussels. 


A  tribute  to  the  bicycle 

The  subject  under  review  at  the  museum  of  Knokke- 
le-Zoute  until  4  September  is  the  bicycle  -  from  the 
eighteenth-century  hobby-horse  to  the  sophisticated 
'machines'  and  constructions  of  Tinguely.  This 
machine,  now  quite  understandably  in  fashion  for 
ecological  reasons,  has  inspired  painters  and  sculp- 
tors from  Claude  Monet  and  Toulouse-Lautrec  to  the 
fantasies  of  Bacon,  Dali  and  Magritte.  One  of  the 
highlights  of  the  exhibition  is  Dynamisme  d'un  cycliste 
of  Boccioni,  the  exponent  of  Italian  Futurism  in  1 9 1 3 
which  was  the  synthesis  of  successive  movements. 
Reference  should  be  made  to  a  Paris  gallery 
(L'lmagerie,  9  rue  Dante,  until  I  5  September)  where 
there  is  a  large  and  carefully  chosen  collection  of 
posters  made  between  1900  and  1920  on  this 
subject  of  the  bicycle.  gs 


FRANCE 


Henry  Moore 

The  Orangerie  in  the  Tuileries  Gardens,  Paris  is 
paying  tribute  to  one  of  the  greatest  of  English 
sculptors,  Henry  Moore,  until  29  August. 
Monumental  bronzes  are  to  be  seen  beside  the  Seine. 
In  the  museum  itself  there  is  a  complete  panorama  of 
his  work:  one  hundred  and  ten  sculptures  and  as 
many  drawings.  Moore,  now  aged  seventy-nine,  is 
still  extremely  active.  Everything  here  from  the  great 
figures  inspired  by  Mexican  sculpture  to  the  sheep  of 
these  last  years  expresses  a  very  individual  style, 
humanist  and  abstract  at  the  same  time,  in  which 
spaces  are  as  important  as  forms.  He  has  declared 
that  a  work  of  art  should  have  a  vitality  of  its  own,  a 
controlled  force,  independent  of  the  object  it  repre- 
sents. In  bronze,  wood  or  stone  his  austere  figures 
evoke  the  hardships  of  existence  and,  in  rocks, 
grottoes  and  drawings  of  mountains,  their  subjection 
to  the  great  rhythms  of  nature.  Drawings  in  par- 
ticular dwell  on  scenes  of  miners,  those  men  deep  in 
the  ground  who  haunted  his  childhood  (his  father 
used  to  work  in  Yorkshire  mines),  and  on  shelters  in 
the  Underground  during  the  last  war:  dramatic 
silhouettes  of  huddled  shadows  like  recumbent 
figures  in  catacombs.  gs 


Henry  Moore. 

Large  Standing  Figure:  Knife  Edge. 

1 96 1  and  1976.  bronze. 

Height:  358  cm. 

Orangerie.  Paris. 

The  Henry  Moore  Foundation 


Silver  necklace,  end  of  the  nineteenth  century, 
worn  by  Moroccan  tribes  of  the  Lesser  Atlas. 
Grand  Palais,  Paris. 


Splendours  of  the  art  of  Islam 

The  Grand-Palais,  Paris  is  offering  an  insight  into  the 
spiritual  family  of  Islam  in  an  exhibition  of  seven 
hundred  objects  from  the  museums  of  France.  On 
view  until  22  August  are  the  very  varied  aspects  of 
the  Muslim  religion  founded  in  622  by  Mahomet. 
This  is  an  ambitious  project  covering  ten  centuries  of 
creative  work  and  an  area  comprising  a  large  part  of 
Europe,  North  Africa  and  Asia  as  far  as  India.  The 
exhibits  fall  into  three  categories:  the  first  explores 
the  sources  of  Islamic  decorative  art;  the  second 
illustrates  the  role  of  religion,  science,  hunting  and 
war;  the  third  demonstrates  the  influence  of  the 
culture  of  Islam  on  the  art  of  Maghreb,  Iran,  the 
Turkish  Ottoman  Empire  and  Moghul  India.  It  is 
interesting  to  see  how  the  different  peoples  con- 
quered by  the  Arabs  contributed  to  Muslim  art.  From 
the  end  of  the  tenth  century  we  and  flowing  calli- 
graphy, arabesques  and  tracery  used  to  ornament 
ceramics  and  bronzes,  jewels  and  ivories,  walls  and 
silks.  In  secular  art  there  is  abundant  representation 
of  man  and  animals.  Figurative  art  is  proscribed  only 
in  the  manuscripts  of  the  Koran  and  appears  in  a  very 
stylised  and  supremely  elegant  form  on  numerous 
glasses,  lamps  and  enamelled  candleholders  the 
interlacing  of  the  designs  of  which  exercised  enor- 
mous influence  over  the  art  of  the  west  in  Roman 
times.  Scenes  of  court  life,  as  portrayed  in  miniatures, 
reflect  the  lavish  tastes  of  the  sultans  and  caliphs  - 
poetic  refinements  of  an  essentially  aristocratic 
civilisation.  gs 


Summer  exhibitions  in  the  provinces 

Under  the  title  'L'Espace  et  la  Lumiere'  Raphael 
Mischkind  is  showing  in  his  gallery  at  Lille  (7  rue 
Jean-sans  peur.  until  10  September)  a  selection  of 
canvases  by  ten  contemporary  painters  working  in 
the  Expressionist  manner  in  which  ardent  lyricism  is 
displayed  in  spontaneous  movement. 

At  the  Chateau  of  Chenonceau  on  the  banks  of  the 
river  Cher  (Indre-et-Loire)  until  30  September  there 
is  an  important  retrospective  exhibition  of  tapestry 
entitled  'Aubusson  20°  siecle'.  It  was  at  Aubusson, 
the  traditional  centre  for  tapestry,  that  at  the  be- 
ginning of  this  century  the  first  efforts  were  made  to 
save  the  art  of  tapestry  from  the  decline  into  which  it 
had  drifted  since  the  eighteenth  century  ( imitation  of 
pictures  and  an  excess  of  colours). 

On  view  here  at  present  is  the  art  as  revived  by  Jean 
Lurcat  with  works  perfectly  adapted  to  modern 
architecture  by  Gromaire.  Dom  Robert.  Picart  Le 
Doux.  Prassinos  and  many  others. 
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The  Chateau  of  Vascueil  (near  Rouen)  is  showing 
old  tapestries  from  the  Dario  Boccara  collection, 
i    twentieth-century  bronzes  from  Pompom  to  Dali 
I    including  Picasso  and  Giacometti.  and  canvases  and 
I   drawings  by  Leonor  Fini  (until  2  October). 

At  the  Chateau  of  Sainte-Suzanne  in  the  Mayenne, 
'Voyage  aux  lies  Fortunes'  is  on  view  until 
1  September:  three  hundred  items  recalling  life  at  sea 
in  the  eighteenth  and  early  nineteenth  centuries  - 
the  paintings  and  writings  inspired  by  the  explo- 
ration of  unknown  islands  together  with  a  natural 
history  collection  of  birds,  butterflies,  fish  and  herbs 
brought  back  from  tropical  islands  with  manuscripts 
and  drawings  by  botanists. 

The  restored  Chateau  of  Plessis-lez-Tours.  Indre- 
et-Loire.  re-creates  the  life  of  Louis  XI  and  his 
successors  in  this  royal  residence,  showing  how  he 
was  misunderstood  by  the  Romantics. 

At  Strasbourg  the  museum  of  Alsace  is  mounting, 
until  2  October.  'Rites  et  coutumes  de  protection  en 
Alsace':  customs,  rites  and  objects  (votive  offerings, 
talismans,  charms)  used  by  man  to  protect  his  family, 
goods  and  home.  At  Bordeaux  is  the  twenty-seventh 
great  annual  exhibition,  devoted  this  time  to  British 
painting  from  Gainsborough  to  Francis  Bacon  (at  the 
Galerie  des  Beaux-Arts  until  I  September).  Its  in- 
auguration on  9  May  by  the  Prince  of  Wales  in- 
dicates the  importance  and  quality  of  the  exhibition 
which  covers  three  centuries  of  English  art  and 
demonstrates  also  the  regional  characteristics  of 
Welsh.  Scottish  and  Irish  painting.  In  spite  of  the 
undoubted  influence  exercised  by  English  art  over 
French  painters  of  the  nineteenth  century  ( Delacroix 
owed  much  to  Constable  and  Bonington).  British 


William  Hogarth. 
The  Western  Family, 
c.  1 738.  72  x  84  cm. 
Galerie  Beaux-Arts,  Bordeaux. 


painting  is  not  well  known  in  France,  probably 
because  it  is  not  well  represented  in  Parisian  and 
provincial  museums.  But  exchanges  with  the  con- 
tinent were  taking  place  from  the  beginning  of  the 
eighteenth  century  when  the  great  portrait  painters 
were  at  work.  Hogarth,  the  vitriolic  moralist,  was 
the  precursor  of  the  great  satirical  illustrators 
(Rowlandson  among  others).  The  same  period  saw 
the  first  treatment  of  nature  in  the  form  of  landscape 
without  anecdote  of  Wilson,  Girtin  or  John  Crome 
who  preceded  the  great  nineteenth-century  painters 
of  nature  as  the  mysticism  of  Blake  preceded  the  pre- 
Raphaelite  movement  -  a  reaction  against  genre 
painting  made  fashionable  by  the  Victorian  middle 
classes.  Then  at  the  beginning  of  the  twentieth 
century  came  the  increasingly  apparent  break  with 
the  Royal  Academy.  For  a  while  the  avant-garde  came 
under  French  influence  (Degas,  Gauguin,  Picasso) 
until,  in  19 14.  the  formation  of  a  number  of  groups 
such  as  Vorticism  and  the  London  Group,  the  birth  of 
Constructivism  and  Surrealism.  After  the  thirties, 
which  were  dominated  by  the  visions  of  Sutherland 
and  Ben  Nicholson,  American  tastes  influenced  some 
of  the  next  generation  whose  reaction  was  expressed 
in  'Pop'  Art,  Kinetism  (Bridget  Riley)  and  the  over- 
whelming conflicts  of  Francis  Bacon. 

Gerald  Schurr 


Carle  Vanloo  in  Nancy 

The  Musee  des  Beaux-arts  is  showing  until  15 
August  an  exhibition  devoted  to  this  prolific 
eighteenth-century  artist  once  described  as  'le  plus 
grand  peintre  de  l'Europe'.  Seen  against  the  work  of 
his  contemporaries,  Lemoine.  de  Troy  and  Boucher, 
it  becomes  possible  to  assess  the  originality  and 
impact  of  this  Frenchman  of  Dutch  origin,  peintre  du 
Roi  in  1 762  and  Director  of  the  Academie  Royale  the 
following  year. 


WEST  GERMANY 
Rembrandt  and  his  circle 

15  May  -  14  August  1977 
Herzog  Anton  Ulrich-Museum.  Braunschweig 

Some  of  the  most  important  paintings  by  Rembrandt 
van  Rijn  ( 1 606 -69)  in  German  collections  are  in  the 
museums  of  Berlin.  Dresden.  Kassel.  Munich  -  and 
Braunschweig  or  Brunswick.  Since  1946  this  once 
independent  town  and  residence  of  the  Dukes  of 
Brunswick  has  become  part  of  the  federal  state  of 
Niedersachsen.  Five  Rembrandt  paintings  have  been 
in  its  possession  for  almost  three  hundred  years  and 
were  originally  acquired  by  the  Duke  Anton  Ulrich  of 
Brunswick  (163  3-1 714).  Being  a  keen  art  collector, 
the  Duke  built  a  vast  Baroque  castle  called 
'Salzdahlum',  in  1 700.  and  provided  it  with  the  first 
art  gallery  in  Germany.  Situated  outside  the  walls  of 
Brunswick,  it  was  known  as  the  'German  Versailles'. 
The  Ducal  collection  has  been  removed  from  the 
castle  several  times,  due  to  foreign  invasions  (the 
Napoleonic  Wars  for  example)  and  was  finally  re- 
united in  the  Neo-classical  building  of  the  Herzog 
Anton  Ulrich-Museum.  in  1887.  (the  castle 
Salzdahlum'  was  then  already  destroyed). 

The  Duke's  special  interest,  when  acquiring  this 
picture  collection,  was  centred  on  Italian  and  Dutch 
Baroque  paintings.  The  five  signed  Rembrandts 
include  two  early  portraits  of  a  man  and  his  wife,  a 
religious  painting.  Christ  appears  before  Maria 
Magdalena.  a  landscape  painting  and  the  famous 
Family  Group,  painted  shortly  before  his  death. 

Numerous  paintings  of  Rembrandt's  studio  - 
normally  stored  in  the  cellar  of  the  museum  -  are 
now  on  view.  They  comprise  a  few,  yet  excellent 
examples,  one  of  the  most  puzzling  being  the  portrait 
of  an  old  man  by  Jan  Lievens.  This  panel  conveys  a 
penetrating  insight  into  a  complex  personality. 
Rembrandt  was  continuously  fascinated  by  studies 
of  old  age.  and  scholars.  Therefore,  two  outstanding 
versions  of  Scholars  Reading,  one  by  Gerard  Dou  and 
the  other  by  Solomon  Koninck  -  have  been  included 
in  this  exhibition.  Even  more  characteristic  of 
Rembrandt's  school  is  a  three-quarter  length  portrait 
of  a  middle-aged  man  by  Ferdinand  Bol.  When 
looking  at  it.  the  attention  is  drawn  to  the  stern, 
authoritative  expression  on  his  face.  One  light  source 
is  hidden  behind  his  head,  which  is  a  distinctive 
Rembrandtesque  feature.  Another  talented 
Rembrandt  pupil  was  Govaert  Flinck:  his  charming 
picture  of  Saskia  as  a  shepherdess  has  its  counterpart 
in  the  Rijksmuseum.  Amsterdam.  It  represents 
Rembrandt's  wife,  pregnant,  wearing  a  heavy  wool- 
len dress  and  a  big  hat  -  yet  the  play  of  light  and 
shadow  on  her  face  is  rendered  with  great  lightness 
and  sensitivity.  Two  further  excellent  Rembrandt 
School  portraits,  mainly  in  monochrome,  are  by 
Gerard  Dou  (Self-portrait  and  Old  Man  Reading). 

The  last  group  of  paintings  is  devoted  to  historical, 
biblical  and  mythological  subjects.  Most  impressive  is 
the  large  canvas  by  Gerbrand  van  Eeckhout:  he  has 
captured  a  dramatic  moment  when  the  Carthegian 
Queen  Sophonisba  receives  a  drinking  cup  with 
poison,  sent  to  her  by  her  husband,  the  King.  She  has 
the  choice  to  kill  herself  or  else  become  a  captive  of 
the  Romans.  One  painting  by  Jan  Victors  relates  even 
more  clearly  to  Rembrandt,  because  it  is  a  copy  of  his 
early  version  of  Danae  (now  in  Leningrad).  Finally, 
there  are  some  fine  paintings  by  Nicolas  Moeyaert 
and  a  semi-religious  panel  by  Adriaen  van  Ostade. 
which  reflects  Rembrandt's  romantic  approach  in 
his  landscape  painting. 

Krishna  von  Bodelschwingh 
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Ferdinand  Bol.  A  Middle- Aged  Man,  si 
Herzog  Anton  lllrich-M 

The  Nazarenes 

28  April  -  28  August  1977 
Stadel,  Frankfurt-am-Main 

The  present  'Nazarenes'  exhibition  in  the  Stadel  is 
the  first  since  the  one  arranged  about  fifty  years  ago 
by  Carl  Georg  Heise  in  Liibeck.  Though  projected  in 
connection  with  a  Pre-Raphaelite  exhibition  at 
Baden-Baden  in  1973.  this  presentation  should  also 
be  seen  in  the  context  of  a  permanently  growing 
interest  for  the  'Art  around  1800'.  a  topic  on  which 
Hamburg  has  organised  in  recent  years  a  series  of 
exhibitions.  These  had  predecessors  in  Paris  ('De 
David  a  Delacroix',  1974)  and  in  London,  where  the 
Arts  Council  in  1972  opened  the  sequence  with  The 
Age  of  Neo-Classicism'. 

The  Nazarenes,  intentionally  the  most  retro- 
spective group  among  the  Romantic  Movement  in 
Germany,  were  devoted  to  a  renewal  of  Art  on  a 
religious  basis  and  saw  their  ideal  in  the  purity  of  life 
and  art,  such  as  had  been  realised,  in  their  opinion, 
by  Diirer  and  Raphael.  Naturally  the  means  of 
expressing  their  thoughtful  feelings  underwent  a 
continuous  process  of  repressing  reality  in  every 
range,  which  consequently  also  meant  renouncing 
colour,  in  the  sense  of  light  and  atmosphere,  in 
favour  of  the  contour.  Colour  became  an  additional 
ingredient,  supplementary  to  the  disegno  of  the 
subject. 


gned  and  dated  1658.  129  x  106  cm. 
useum,  Braunschweig. 

No  wonder  that  in  their  drawings  the  Nazarenes 
have  expressed  their  artistic  intentions  in  the  most 
pure  and  characteristic  way.  The  fine  and  rich  selec- 
tion of  drawings  and  prints  is  displayed  according  to 
specific  themes  among  which  portrait  and  landscape 
are  perhaps  the  most  striking,  since  the  abnegation  of 
both  artistic  individuality  and  apprehension  of  the 
actual  'sujet'  are  generalised  to  the  utmost  degree. 
This  can  be  seen  also  in  the  so-called  'Freundschafts- 
bilder'  -  self-portraits  mutually  dedicated  between 
intimate  friends  -  a  typical  feature  of  the  Nazarenes 
who.  like  the  Romantic  Movement  in  general,  had  an 
idealistic  comprehension  of  friendship.  Equally  the 
landscapes  drawn  in  thin,  pointed  pencil  apply  a 
highly  sensitive  linear  technique  and  have  nothing 
to  do  with  'Naturgefiihl'.  Most  characteristic  here  are 
Ferdinand  Olivier's  Sieben  Gegenden  aus  Salzburg  und 
Berchtesgaden  which  iconographically  indicate  the 
cycle  of  the  week  demonstrating  the  activities  and 
conduct  of  men  in  the  Christian  sense. 

It  is  perhaps  this  lack  of  individuality  and  human 
spontaneity,  so  typical  for  the  Nazarenes'  movement, 
which  impedes  our  approach  to  their  art. 

During  the  earlier  years  in  Rome,  when  the 
Catholic  Lukas-brotherhood  and  the  Protestant 
members  from  the  Campidoglio  were  stimulating 
each  other  and  co-operated  in  painting  the  frescoes 
in  the  Casa  Bartholdy  and  the  Villa  Massimo,  their 
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artistic  concept  was  promising  and  their  work  full 
of  elan.  Their  aiming  at  a  Utopia  to  conceal  the 
terrestrial  controversies  through  a  renewal  of  Christ- 
ian artistic  traditions  was  integrated  into  the  range 
of  contemporary  philosophical  ideas  like  those  of 
Friedrich  Schlegel.  Bavaria's  King  I.udwig  1  under- 
stood this  and  reacted  promptly  by  commissioning 
Cornelius  and  Schnorr  von  Carolsfeld  -  both  of  them 
famous  at  the  time  in  England  -  to  do  monumental 
frescoes  for  his  ambitious  building  enterprises,  where- 
as Overbeck,  the  other  outstanding  personality 
remained  in  Rome  with  his  followers,  becoming 
more  isolated  and  sterile  in  his  art. 

Although  the  Stadel  was  one  of  the  first  great 
commissioners  of  monumental  oil  paintings  from  the 
Nazarenes,  the  exhibition  unfortunately  offers  a 
disproportionate  quantity  of  later  works  and  those  of 
second-rate  artists.  This  is  because  for  conservation 
reasons  museums  and  private  collectors  are  becoming 
hesitant  to  lend  their  most  precious  and  delicate 
pictures.  But  perhaps  the  visitor  would  have  felt 
more  stimulated  if  some  of  the  instructive  material 
compiled  in  the  exquisite  catalogue  had  been  docu- 
mented optically  in  the  exhibition  itself. 

Christoph  Heilmann 
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Julius  Schnorr  von  Carolsfeld. 
Self-portrait, 

Staatliche  Museum,  Berlin. 


SWITZERLAND 


The  'Thirties 

After  Munich,  until  18  September  the  Kunsthaus  of 
Zurich  is  devoting  several  rooms  to  the  development 
of  art  during  the  dismal  years  1930-1940  between 
the  economic  crisis  and  the  war:  from  Post- 
Expressionism  to  the  secret  survival  of  free  art 
including  the  after-effects  of  Dadaism  and  Neo- 
Romantic  trends.  Nazi  tyranny  over  works  of  art 
is  only  discreetly  represented  by  a  very  few  of  the 
three  hundred  canvases,  sculptures  and  objects.  The 
organisers  reckoned  that  'the  so-called  art  of  the 
Third  Reich  was  not  an  important  phenomenon  and 
was  only  of  minor  interest'.  Nevertheless,  from 
1933-1944  it  was  the  official  Nazi  art  which  pre- 
vailed to  the  detriment  of  true  art.  banned  and  burnt, 
and  the  disregard  for  this  historical  truth  has  been 
quite  severely  criticised.  gs 
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Salerooms 

Briony  Llewellyn 


I .  The  Nicolas  n  equestrian  egg, 
by  Carl  Faberge; 

jewelled  and  enamelled  silver  gilt, 
gold-mounted  Imperial  Easter  egg, 
workmaster  Victor  Aarne. 
dated  191?.  presented  by 
the  Tsarina  to  her  husband. 
Height:  10  cm. 

Christie's  Geneva.  April  1977. 
£125,000. 


2.  Hawaiian  wood  drum,  pahu  hula. 
Height:  29.2  cm. 
The  only  other  complete  drum 
with  human  figure  supports  is 
in  the  Canterbury  Museum, 
Christchurch,  New  Zealand. 
Christie's.  June  1977. 
£62.000  to  the  British  Museum. 
From  the  James  Hooper  Collection. 


i 


f 


3.  Richard  Parkes  Bonington. 
Dunkerque  from  the  Sea, 
watercolour,  c.  1824, 
7}  x  io|  inches. 
Christie's,  June  1977. 
£19.000. 


4.  The  City  of  London 
Trafalgar  Sword,  presented  to 
Captain  Thomas  Masterman  Hardy. 
Christie's.  April  1977. 
£19.000. 


5.  The  Kulliyat  by  Sa'di, 
Shiraz,  c.  1  560-1570. 
nasta'liq  script, 
thirty-five  miniatures  within 
a  double  illuminated  page. 
Christie's,  May  1977. 
£35,000. 


b.  Limoges  enamel  gilt-metal  casket 

by  Jean  Penicaud  11. 

with  five  enamel  plaques 

of  cavalry  skirmishes,  en  grisaille. 

mid  sixteenth  century. 

17  x  13.5  x  16cm. 

Christie's.  May  1977. 

£21,000. 


7.  Regence  commode,  ormolu, 
mounted,  stamped  by  J.  P.  Latz, 
maitre-ebeniste  (169 1 -1 754). 
Width:  1.32  m. 

Loudmer  -  Poulain.  Paris.  June  1977 
Fr.  105,000. 


8.  One  of  a  pair  of  Sevres-pattern 
bleu-du-roi.  ormolu-mounted, 
oviform  vases,  covers  and  plinths, 
painted  by  H.  Desprez 
with  hunting  scenes. 
Height:  270.5  cm. 
Christie's.  June  1977. 
£35.000. 


9.  Georges  Rouault. 
Christ  et  pecheurs,  1937/8,  signed, 
oil  on  paper  mounted  on  canvas. 
60  x  86  cm. 

Loudmer  -  Poulain.  Paris,  June  1977. 
Fr.  455,000. 


10.  Teotihuacan  greenstone  mask. 

Central  Mexico.  Teotihuacan  m-iv. 

Classic,  c  250-750. 

Height:  18.5  cm. 

Sotheby's.  May  1977. 

£59,000. 


11.  Louis  xvi  secretaire  a  abattant 

stamped  by  J.  H.  Riesener, 

Japan  lacquered  in  black  and  gold. 

ormolu  mounted. 

Height:  1 50  cm. 

Sotheby's  Monaco.  May  1977. 

Fr.  1,050.000  (£123.239). 

From  the  collection  of 

Madame  Bethsabee  de  Rothschild: 

it  is  probable  that  this  secretaire, 

en  suite  with  a  commode  (sold  for 

Fr.  900,000)  and  a  corner-cupboard, 

was  executed  by  Riesener  for  the 

apartments  of  Marie-Antoinette 

at  Versailles  in  1  783.  The  three 

pieces  are  very  similar  to  a  secretaire 

and  a  corner-cupboard  in  the 

Wallace  Collection. 


12.  Boi.ogna/Susini  Workshop. 
Nessus  and  Dejanira,  bronze. 
Height:  44.5  cm. 
A  version  of  the  composition 
by  Giovanni  Bologna  known 
in  three  signed  bronzes. 
Christie's.  May  1977. 
£18.000. 

From  the  Robert  Strauss  Collection. 


14.  'The  Birds  of  America;  from 
original  drawings'  by  John  James 
Audubon,  published  1827-1838. 
Christie's  New  York,  May  1977. 
$352,000  (£207,058). 


1  3.  Lambkrt  Doomer. 
Two  camels  by  a  river, 
pen  and  brown  ink  and 
brown  and  grey  washes, 
signed,  268  x  41 1  mm. 
Sotheby's  Mak  van  Waay, 
Amsterdam,  June  1977. 
35,000  guilders  (£8.235). 
From  Part  11  of  the  collection  of 
Dutch.  Flemish  and  Swiss  drawings 
made  by  the  late  Mr.  C.  R.  Rudolf. 

There  were  several  other  tine 
drawings  in  the  sale  including 
Christ  disputing  with  the  Doctors  by 
Aert  Ortgens,  a  sixteenth-century 
Flemish  artist  (26,000  guilders),  and 
Hunter  standing  to  the  left  of  a  still-life 
with  game  and  shellfish  by  Frans 
Snyders,  whose  drawings  are  rare 
( 2  1 .000  guilders).  Earlier,  on  19  May 
in  London,  Part  1  of  the  Italian, 
French  and  Spanish  drawings  from 
the  Rudolf  Collection  had  been  sold: 
a  red  chalk  portrait  of  El  Mudo  by 
Goya  fetched  £4,600  and  a  study  by 
Era  Bartolomeo  of  Saints  John  the 
Baptist  and  John  the  Evangelist  with 
the  Risen  Christ,  fetched  £4,400. 


1  5.  Persian  miniature  of  a  young 
prince  holding  a  thin  cane  by  Mu'in. 
Isfahan,  dated  Shawwal  1063 
(November-December  1652). 
207  x  108  mm. 
Sotheby's,  May  1977. 
£40,000. 


16.  Gold  portrait  medal  of  Queen 
Elizabeth  1  (posthumous), 
c.  1 6 1 5 ,  by  Simon  de  Passe 
after  a  miniature  by  Isaac  Oliver, 
reverse  with  Royal  arms  and 
inscriptions. 
Height:  77  mm. 
Sotheby's,  May  1977. 
£22,000. 

Simon  de  Passe  was  born  in  Cologne 
c.  1595.  worked  in  Utrecht  and 
London  (1615-1622)  and  died  in 
Copenhagen  in  1647.  Most  of  the 
portrait  medallions  he  engraved 
during  his  English  period  are  of 
members  of  the  Royal  family, 
executed  c .  1 6 1 6:  they  were  usually 
copied  from  designs  by  other  artists. 
This  medal  was  from  the  collection  of 
highly  important  English  historical 
medals,  together  with  relating  coins 
of  the  same  period,  rormed  by  the  late 
Mrs.  Greta  S.  Heckett. 


1  7.  I  Hitc  h  ewer  and  basin  marked  by 
Christian  van  Vianen.  Utrecht.  1632, 
now  bearing  the  cast  and  chased 
arms  of  Augustus  I'redei  ick. 
Duke  ofSussex  (1773-1834). 
son  of  George  111.  superimposed  on 
those  of  two  eminent  Dutch  families. 
Height  of  the  ewer:  24.  ^  cm. 
Width  of  the  basin:  52  cm. 
Sotheby's,  June  1977. 
£]  25.000. 

Christian  van  Vianen  was  Court 
Goldsmith  to  Charles  1  and  was  in 
England  from  1630  toe.  1643. 
except  for  a  brief  sojurn  in  his  native 
Utrecht  c.  i63i/3,when  he  made 
this  ewer  and  basin. 
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Scottish  Arts  Council  Gallery 

i  ?  Charlotte  Square 
Edinburgh 

IMPERIAL  IMAGES  IN  PERSIAN 
MINIATURE  PAINTING 

Saturday  ij  August  -  Sunday  n  September  iyjj 

Monday -Saturday  10  am- 9  pm 
Sunday  2  pm-p  pm 


'Bilquis, Queen  of  Sheba 

by  courtesy  of  the  Trustees  of  the  British  Museum 


THE  HISCOCK  GALLERY 

11  Stanley  Street- Southsea 

JAN  HOOGSTEYNS 

Paintings-Drawings,  August  9-31 
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WANTED 

Dutch  collector  wants  to  buy  painting  or  watercolour  -  seascape  -  by 
H  W  Mesdag.  Please  send  offer  with  photo  to  Mr  ten  Cate,  Turkweg  3, 
Diessen  (N.Br.),  Holland. 

BOOKS:  Colour  Plate  books  before  1865.  Natural  History:  Manuscripts, 
Atlases,  Costumes,  etc.  Fine  Bindings:  Sets  and  Singles  books,  exhibition 
bindings  and  books  with  miniatures.  Collections  purchased  world-wide 
J.  N.  Bartfield  Brooks,  Inc  45  West  57th  Street,  2nd  Floor,  New  York,  N.Y. 
10019  U.  S.  A  Phone:  Plaza  3-1 830  Area  Code  (212).  Est.,1937 

Wax  Carvings,  statues,  reliefs,  moulds,  models  any  period.  Also 
Lithophanes  (porcelain  transparencies)  in  any  usage.  Also  Bourdalous 
Blair,  2243  Ashland,  Toledo,  Ohio  43620  U.S.A. 

19th  Century  Oil  Paintings,  by  private  collector.  Exceptional  quality, 
finely  detailed,  genre,  storytelling,  elegant  figures,  romantic  scenes,  etc. 
D.  Ridgeway  Knight,  Brunery,  Deblass,  Fischer  etc.  Will  pay  top  prices.  Send 
photographs,  description,  size,  price  P.O.  Box  41 4273,  Normandy  Branch, 
Miami,  Florida  33141,  U.S.A.  Phone:  (305)  868-7108,  (305)  868  -4361. 

FOR  SALE 


Luxurious  compact  artist's  house,  large  galleried  studio,  unspoiled 
seclusion,  six  picture  windows  overlooking  Sound  of  Sleat  Details:  Ker 
Robertson,  Arddion,  Camus  Cross,  Skye. 

Meissen  Cupid  Collection,  old,  exquisite  and  perfect  Group  of  eight 
French  titled,  twenty-three  pieces  in  total  Photographs  available.  Enquiries 
to  Box  No  8767 


The  full,  flowering  of  Chinese  silver  cloisonne  is  shown  in  this  rare  bowl 
circumference  of  shoulder  375".  Detailed  work  on  the  neck  complementing 
variegated  greens  of  marsh  grasses.  Perfection  of  a  dragonfly  hovering 
above  a  leaf.  A  pair  of  pinkish  white  cranes  whose  plumage  is  greatly 
damaged  though  not  irreparable.  Rose  pink  anemones  introducing  haus- 
malers  pink  give  a  vibrant  glow  to  a  black  enamel  background  in  totality  with 
other  unmentioned  colours  paying  tribute  to  earlier  artiste  craftsmen  of  old 
China  Write  appointment,  principals  only,  Alexander,  49  Coatham  High 
Street,  Redcar,  Cleveland,  Yorkshire. 

Copies  of  early  editions  of  The  Connoisseur  from  No  1 ,  1  901  to  August 
1  903,  bound  in  volumes  of  four,  perfect  condition.  Apply:  Mrs.  Walmsley, 
The  Haven,  Pye  Hill,  Fair  Oak,  Eastleigh,  Hants.  Tel :  Fairoak  2234. 

MISCELLANEOUS 

Adaptable  and  responsible  gentleman,  working  in  the  City,  requires 
weekend  occupation  preferably  country  antique  shop  Box  No.  8769. 

Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
timesayearat£4  50  each  (plus9ppostage)  From  The  Circulation  Dept. The 
National  Magazine  Co.  Ltd  ,  22  Armoury  Way,  London  S.W.I  8. 

The  Connoisseur  is  available  on  microfilm  from  1  901  -1  975  on  a  total  of 
86  reels  at  a  price  of  C12.00  per  reel.  Write  to:  E.P  Microform  Ltd.,  East 
Ardsley,  Wakefield,  West  Yorkshire,  WF3  2JM. 

Register  advertisements  are  25p  per  word  minimum  €3.50  for  75  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE 
CONNOISSEUR,  CHESTERGATE  HOUSE.  VAUXHALL  BRIDGE  ROAD, 
LONDON,  SWIV  I HF  (01  - 834  233  J).  A d dresses  or  Box  Numbers  must  be 
inserted  and  replies  to  the  latter  should  be  clearly  marked  with  the  Box 
Number  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any 
sales  affected 


MAIL  ORDER  PROTECTION  SCHEME  Publishers  in  membership  of  the  Periodical  Publishers  Association  have  given  an  undertaking  to  the  Director  General  of  Fair  Trading  that  if  you  order 
goods  from  mail  order  advertisers  in  The  Connoisseur  and  pay  by  post  in  advance  of  delivery,  consideration  will  be  given  to  compensate  you  if  the  advertiser  should  go  into  liquidation  or  become 
bankrupt,  provided: 

1 .  You  have  not  received  the  goods  or  had  your  money  returned .  and 

2.  You  write  to  the  publisher  of  The  Connoisseur  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  your  order  and  not  later  than  2  months  from  that  day 
When  you  have  written,  you  wilt  be  told  how  to  make  your  claim  and  what  evidence  of  payment  is  required. 

We  guarantee  to  meet  claims  from  readers  made  in  accordance  with  the  above  procedure  as  soon  as  possible  after  the  advertiser  has  been  declared  bankrupt  or  gone  into  liquidation  up  to  a  limit  of 
£7,080  per  annum  in  respect  of  all  affected  advertisers  Payment  of  any  claims  for  higher  amounts,  or  when  the  above  procedure  has  not  been  complied  with,  will  be  at  the  discretion  of  The 
Connoisseur,  but  we  do  not  guarantee  to  do  so  in  view  of  the  need  to  set  some  limit  to  this  commitment  and  to  learn  quickly  of  readers'  difficulties 

This  guarantee  covers  only  advance  payments  sent  in  direct  response  to  an  advertisement  in  this  magazine  ( not,  for  example,  payments  made  in  response  to  catalogues  etc  received  as  a  result  of 
answering  such  advertisements)  Classified  advertisements  are  excluded 
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die  Kunst 

und  das  schone  Heim 


is  publishing  articles 
on  history  of  art  for  a 
better  understanding  of  Old 
Masters'  works;  contributions 
and  discussions  on  modern  art. 


die  Kunst 

unci  das  schone  Heim  


carries  the  latest  news  from  the  art  market: 
auctions  -  exhibitions  -  fairs  and  museums.  Reviews. 


die  Kunst 

und  das  schone  Heim 


is  dealing  with  all  kinds  o  f  creative  activity  in  art:  paint- 
ing-sculpture-graphic art  -  architecture  and  interior  design. 


die  Kunst 

und  das  schone  Heim 


is  the  oldest  German  art  journal  (jounded  in  188  5 )  offering  in  each  issue  most 
interesting,  engaging  and  informative  features,  i.e.  "international  art  scene". 


die  Kunst 

und  das  schone  Heim 


comes  out  monthly  with  detailed  summaries  in  English. 

Please  send  me 
a  free  sample  copy  □ 
annual  subscription  O 

Subscription  rate  for  one  year  (12  issues)  DM  96.—  /  »Die  Kunst  und  das  schone  Heim« 

plus  postage 


Published  by 

VERLAG  KARL  THIEMIG 
P.  O.  Box  90  07  40 
D-8000  Munchen  90 
West-Germany 
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Printed  in  Great  Britain  by  Balding  +  Mansell  Ltd,  London  and  Wisbech.  Agents  in  Canada,  The  Win.  Dawson  Subscription  Service,  Ltd.  Sole  agents  for  At4stralia  and  Xew  Zealand, 
Cordon  &  Gotch  (Australasia)  Ltd. ;  agents  for  South  Africa,  Central  News  Agency  Ltd.  (London  Agents,  Cordon  &  Gotch  Ltd.),  Higginbotham  &  Co.,  in  Bombay  and  Calcutta. 
Conditions  of  Sale  and  Supply — This  periodical  is  sold  subject  to  the following  conditions:  That  it  shall  not,  without  the  written  consent  of  the  publishers first  given,  be  lent,  resold,  hired  out  or 
otherwise  disposed  of  by  way  of  Trade  except  at  the full  retail  price  of  £2.00 ;  and  that  it  shall  not  be  lent ,  resold,  hired  out  or  otherwise  disposed  of  in  a  mutilated  condition  or  in  any  unauthorised 
cover  by  way  of  Trade ;  or  affixed  to  or  as  part  of  any  publication  or  advertising,  literary  or  pictorial  matter  whatsoever. 
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